



LE m | ME በ! "ELA غ‎ kh. ከጠ WE. ۲ m 
— EI | / EJ | 
e oOS # E 5 = | = © 7 a. a "p " ٢ JD. 5 | کے‎ El 1 " 
ود"‎ um W T C. WIN "Em و‎ Wi L دد‎ m 1 nn ቁጠ T 
| 3 4 t 4 1 
١) ه‎ ٤ لا للا یف لل ای لات ات للا سل‎ ٤۹ ۸# لل‎ ۹ | | በ. ን دو ھا و و‎ p 
7 


of the 13th and H th centuries. 


۳ 





a y oU im 一 : E ~ s ۳ — بت‎ 
mach m gg na ክኛ ጀጅ. ደ. 
۳ ረ. یت - تس‎ = acc 


i > 


， Bh c 
LI i P 1 - E 33 


73 - ጣሽ ጊዚ ë - = m ። ِ ኝ ; تلم‎ 
كيت‎ -: T . 2 ። Vi š - 1 
ہیں‎ tc لجس‎ "ung "جني‎ A are “ا ےا تو گے‎ መው 


ې وم حر وهه به ከ‏ —- 
aem‏ 


۱ 
| 


سس ے۔۔ سكس سے 


5 
3 


= 


مدا لا ሙ=‏ 


— —— 


` ARMENIAN 
MINIATURES 


of the I3th and I4 th centuries 


from the 
MATENADARAN 
COLLECTION 


Yerevan 





AURORA ART PUBLISHERS ٠ LENINGRAD 













Text by 


Emma Korkhmazian 
Irina Drampian 
Gravard Hakopian 


Translated from the Russian by 
Ashkhen Mikoyan 


Designed by 
Irina Ptakhova 








| 029(9184 663 ۸ 





P 
7 a. 


Talis 

















Two different forces, two opposite tendencies, which intertwined. intermingled 
and, eventually, merged into a new complex impetus, governed the life of Arme- 
mia and moulded the character of its people for many centuries: the Western ten- 
dency and the Oriental tendency, the spirit of Europe and the spirit of Asia. 


Valery Briusov' 





These words of the early twentieth-century Russian poet Valery Briusov give a true and vivid 
picture of the history of Armenia — an ancient state dating back to the sixth century B.C. Present- 
day Armenia covers the major part of the Armenian plateau in the north-east of Asia Minor. For 
centuries Armenia was the scene of wars between the great empires of ancient times and those of the 
Middle Ages. 

Despite all the cataclysms of its dramatic history, despite the disastrous wars in which Armenia 
rose up In arms against its enemies, no matter how strong they were, the Armenian people remained 
faithful to the traditions of their national culture which they never ceased to enrich and develop. 
That is why Armenian soil abounds in artistic and cultural wealth, that is why to this day one ad- 
mires its numerous architectural monuments in which excellent building technique is combined 
with the beauty of wall reliefs and frescoes, its unique khatchkars? covered with exquisite carving, its 
beautiful examples of decorative arts, and, finally, its famous miniatures that reflect the highest 
achievements of medieval Armenian painting. 

Unfortunately, due to Armenia's turbulent history many of the cultural monuments created by 
the Armenian people were destroyed or plundered and have not reached us in their original beauty. 
But while wall reliefs and frescoes often perished in the course of wars or natural disasters, illumi- 
nated manuscripts could be hidden from the enemy or saved from the ruinous forces of nature. Con- 
sequently, we can now speak of a fairly large and representative collection of old Armenian manu- 
scripts. Thus, in Yerevan, in the Matenadaran manuscript library bearing the name of Maesrob 
Mashtotz, the inventor of the Armenian alphabet, there are over thirteen thousand Armenian 
manuscripts, complete or fragmentary. Many others are to be found in various museums and librar- 
ies throughout the world. These manuscripts originated from many different religious and cultural 
centres which existed in Armenia and also, in certain historical periods, in Armenian settlements 
outside the country. About a thousand and a half such centres are known to have existed in 
Armenia alone. 

During the thirteenth and fourteenth centuries Armenia proper had no sovereign government 
of its own and was ruled by invaders. The brief period of political independence in the late twelfth 
and the early thirteenth century when, with the help of Georgia, Armenia freed itself from the Seljuk 
yoke and when art and culture flourished in the independent Armenian principality governed by the 
Zakharids, was followed by a period of new invasions. Between 1220 and 1250 Armenia was in- 
vaded by the Mongols, who by that time had conquered the whole of Transcaucasia over which 
they established their political and administrative control. 

While recognizing, of necessity, the sovereign power of the Mongols, some Armenian feudal bar- 
ons managed to retain a certain independence which contributed to the further development of na- 
tional culture in many parts of the occupied country. Thus, the second half of the thirteenth century 
saw the appearance of magnificent new churches and palaces, accompanied by the revival of educa- 
tional institutions and scriptoria producing illuminated manuscripts. Schools of higher learning — 
universities or academies — became particularly important. Although they had existed in Armenia 


before, it was during this period that the monastery schools turned into centres of education and en- 


lightenment where the traditions of national culture were not only preserved but developed and 






























institutions were the academies in Gladsor and Tatev which flourished | nt 
| E EEN ies, Their curriculum included philosophy, theology, rhetor 
thirteenth and fourteenth centuries, | | | M 
ar, and also music, painting and calligraphy. 'The Gladsor academy was known at tl i 
dip ape on: T t of the e age as one of the most influential centres of Eur 
as the second Athens. “It was almost of the same ag | ; p 258 
pean science — the University of Paris, and could compete with the latter in terms | He cu ira 1: 
educational significance as well as by virtue of the treasures in its library and of the versatility of 
curriculum."3 EE 2 
That Armenia proper lost its political independence was to a certam extent compensated for 
the flourishing of Cilician Armenia — a state which had been established on the north-east c jast 
the Mediterranean in the eleventh century and existed up to the late fourteenth century. Its adv. | 
tageous geographical position, which among other things provided for close contact with importa 
Mediterranean trade centres, and the well-balanced policy of its rulers who sought to ensure 
peaceful existence of their country, stimulated the rapid development of culture and art, which y 
characteristic of Cilician Armenia throughout the entire period of its existence, until it fell to tl 
Egyptians at the end of the fourteenth century. 


enriched. Among such 


The thirteenth and fourteenth centuries marked the heyday of Armenian manuscript illun ir ; 
tion, which by that time was already represented by a number of different trends and schools. Th 
miniatures from the north-east of Armenia were characterized by a monumental quality in t 
treatment of their subjects and by richness of colour; the Vaspurakan miniatures were distin zu shee 
by simplicity and a certain degree of stylization; the works produced in Bardsr Hayk (H gh. irm 
nia) combined the stateliness of figures with versatility of ornamentation, while the miniatures: 
Cilicia were remarkable for their elegance and refinement. The greatest difference is observed b 
tween the productions of Armenia proper and Cilician Armenia. Lydia Dournovo, in her Ess = 
Pictorial Art in Medieval Armenia, wrote: “While being essentially Armenian, that is to say re 'ainir 
the basic features of the national character, these two branches of one and the same tree dif 
markedly from each other. Within a short period the Cilician miniatures acquired a brilliancy û 
technique and a depth of expression characterized by a uniformity of style but at the same time b 
traying an interest in the Western Renaissance. The miniatures of Armenia proper, on t e oth 
hand, which are less exquisite but more monumental and original, in the thirteenth and fourte وم‎ 
centuries paved the way for the development of many local trends and schools, while yreserv 
their unique expressive language unparallelled in contemporary painting."* E 

Coming into close contact with other national cultures, the Armenians reinterpreted what the 
saw in accordance with their own world outlook, with their own artistic ideal and SSE s omen mes 
their national traditions prevailed over foreign influence, sometimes the leading role was assum 
by the latter. But national identity was invariably preserved, and that accounts for the “uni qui e 
pressive language" of the Armenian miniatures, "unparalleled in contemporary painting" 
quote the words of Lydia Dournovo. oia E a 0:7 
" he 7 in یف و‎ nde n eni masters of Armenian miniature painting, s 
the Cilician artists Grigor Mlid وك‎ T یی کے‎ Simeon Ardjishetsi and Vardan. AMI 
markable, while Avetis, Ste ih Ch DE | የመ. Yanak kh i اس‎ Poles ko: 5:5. a 
the masters of the و و‎ a ; erg d جوا‎ Ane And othet artists E whe M. 
reached us bear the signatures of the scrib اا ف‎ Unfortunately not all the pieces (hati 

This edition presents miniat in ከ + ሣዩ e a —m 
teenth centuries from the Matenadaran in Yerevan, The maja ያህ نت‎ 
lished here for the first ime, "تت‎ "an The majority of the works 'eproducec 
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BARDSR HAYK (HIGH ARMENIA), Many of the thirteenth» and fourteenth-century minia: 
tures now in existence originated in monastic scriptoria of Bardar Hayk, a province in the north- 
west of'old Armenia, A number of important routes run ning through Bardar Hayk ensured the rapid 
growth of trade and crafts and of the arts and culture, In addition, this part of Armenia must have 
had considerable significance in so far as religion was concerned - both in heathen times, when there 
were many places of worship, and following the conversion to Christianity, when the first Armenian 
centres propagating the new religion were established. An imagery based on heathen concepts 
found its way into Christian art where it was reinterpreted and adapted to the new ideology. 

The manuscripts of Bardsr Hayk were always lavishly decorated with vegetal motifs including 
pointed crescent-shaped leaves and swirling leaves with palmettes. Similar motifs are to be found in 
the art of the eastern part of Asia Minor, which dates back to heathen times. But while the more an- 
cient of the known miniatures were characterized by a fairly realistic treatment of these motifs, the 
later examples gradually became more and more stylized until they reached a conventional form 
typical of the medieval art of Transcaucasia and the Middle East. Beautiful examples of such orna- 
mentation, which served as the basis for several main types of the marginal miniatures, or margin- 
als,° can be found in the largest of old Armenian manuscripts — a collection of homilies entitled The 
Mush Homiliarium and produced in 1202 at the Avagvank monastery near the town of Yerzynka 
(Ms. 7729, Pis. 1,2). The text of the manuscript is written in an exceptionally beautiful erkatagir 
(large uncial script), and the illumination includes numerous headpieces and marginal ornaments 
based on ancient decorative patterns. The turn of the twelfth century in Armenia was the time when 
the basic principles of manuscript illumination were being established and developed. That is why 
the decor of the Mush Homiliarium reflects both the artist's own interpretation of already existing 
and well-established forms and his quest for novel ornamental patterns. The illumination of this 
manuscript in all probability was a joint effort of thrce different masters, although only one name, 
that of Stepanos, has come down to us. Stepanos was responsible for the title-page (PI. 1) and some 
of the marginals, whose main distinctive feature is their somewhat graphic character. An unmistak- 
ably different hand is traced in another group of marginals which were no doubt done by a more 
original and bold artist. This intricate floral ornamentation invades the margins and is supplement- 
ed by pictures of birds and animals, both fantastic and real. The colouring is based on contrasting 
hues, oranges set off by dark browns, light blues by the dark velvety sheen of ultramarine, The third 
artist's contribution to the book is confined to a few historiated miniatures, 

Another remarkable illuminated manuscript linked to the former work by virtue of both the 
time and place of its production — the Gospels of 1201 (Ms. 10359, Pls. 3,4) —also has a similarity to 
itin the general arrangement and system of illumination. Its decor is likewise based on vegetal orna- 
mentation, covering the entire vacant space within the headpieces of the first pages of the Gospels 
and the khorans; the prevailing motif here is that of crescent-shaped leaves. The composition of each 
folio is distinguished by a balance of proportions between text and decorative elements. 

Sometimes the Bardsr Hayk manuscripts were decorated only by line drawings in the margins 
instead of full-colour miniatures. Such drawings might be purely ornamental or of a historiated 
variety, occasionally including portrayals of important clerical or secular figures and of various 
saints. One such manuscript is the 1362 Lectionary = a collection of Gospel readings (Ms. 4519, 
PI.6), also written and illuminated in the town of Yerzynka. The arrangement of the drawings on 
the pages is highly original, althou gh this cannot be said of the drawings themselves, The latter were 
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undoubtedly derived from more accomplished antecedents, two of which have been or serv d 
1331 manuscript from the Jerusalem collection (Ms. 95) and the 1334 volume in the Pier poin 
ibrary, New York (Ms. 803).8 | 
gan tee Bardsr Hayk illuminated manuscripts resemble those produced in other ce 
Armenian culture. This is only natural, for in those troubled tímes migration within th T 
was a matter of course, and Bardsr Hayk, along with other western regions, often became a. | 
destination for people from central Armenia, for migrants from the town of Ani and from t e 
inces of Vaspurakan and Taron, for example. The cultural traditions brought along by ፪ 1 7 
grants penetrated the local culture of Bardsr Hayk, particularly its written and decorative trae 
as reflected in the illuminated manuscripts. Sometimes the colophons,? for instance one for | 
Yerzynka manuscript of 1318, bear witness to such examples of forced migration: “D iven 1 
grievous times I had to change my place of abode on five occasions before I could comple 
manuscript ۵۱ | 
It is often impossible to determine the place where a man uscript was produced, and c 
ly speak of certain local stylistic tendencies characteristic of this or that master and conse jue 
the school to which he belonged. The Gospel of 1232 (Ms.2743, Pls. 7-10) illuminated by Grig 
case in point, Although Grigor's miniatures are stylistically evocative of the decorative art of Ba 
Hayk and of the murals in the cave temples in the adjacent Cappad 


ocia, they possess a strong 
vidual character, The dramatic intensity of the images, the depth of the colouring in whic 
sional flashes of red and pink 


stand out against a background of dark blue and purple, p 2 
striking impression which outweighs a certain inaccuracy of drawing. Nothing is knowr ab 
life of this remarkable artist, as unfortunately is often the case with medieval masters 


: 


ANL Among those centres of written culture wh 
course of history, the scriptoria and libraries of t 
tion. By the early thirteenth century, 
still retained its significance د وه‎ large 
to develop under the favourable aus 
have survived to this day, and one 


086 production has for the most part been lc 
he ancient kingdom of Ani occupy a pro | 
when the kingdom had long ceased to exist, the tows L 
trading centre where art, culture and various crafts ር ni 
pices of the Zakharid dynasty. Some spectacular ruins a 
can still admire the vestiges of stone reliefs and frescoes. 
The few examples of the Ani manuscript tradition which have reached us reflect the r cw 
dencies in book illumination characteristic of the time when urban settlements and urban sid 
- particularly merchants and craftsmen — were beginning to play an important role in the deve 
ment of national culture, This is what Lydia Dournovo wrote on the subject: “The graduallyg 
ing middle class was naturally promoting its own culture which differed from the culture of the: 
tocracy or the common people. This class had none of the vanity and pride of the upper classes 
their extravagant ambition to create magnificent monuments or art objects. On the other han 
middle class was no longer satisfied with the laconic simplicity and naive sincerity of folk art 
class had a wider range of vision, a broader outlook. What it expected from art, part cularly 
books, was a detailed story with explanations and digressions, a story accompanied by illus s 
and ornament, catching the eye by the versatility of motifs rather than by beauty of form."!! " 
Works by only two Ani illuminators - Markare and Ignatios ~ have survived. The Gospel 
1211 (Ms.6288, Pis, 12, 13) written in the monastery of the village of Akhpat, was bound 5 
nated by Markare in the monastery of Horomos, near Ani. The new tendency manifested itsel 
this manuscript in the broadened range of motifs, enriched by details of everyday life, and ኝ 
10 ular treatment of images. The trend towards realism is also reflected in the only miniature 
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senting the Gospel subject — The Entry into Jerusalem (Pl. 13), where both the townscape and the 
figures of people meeting Christ were obviously inspired by real-life observations. | 

The other of the two masters > Ignatios ~ also worked in Horomos, during the first half of the 
thirteenth century, He was witness to the beginning of the Mongol invasion, and his painful expe- 
rience was reflected in the inscription he made on one of the manuscripts he decorated: *In times of 
trouble and misery [was the book written] when Ani wasin the enemy's hands...” and when “there 
was destruction and devastation in towns and villages ۵٨ 


tbe à 


It is known that Ignatios was taken prisoner by the Mongols, but was released soon after- 
wards and resumed his work as a manuscript illuminator. The colophon of one of his manuscripts 
reads: "The times are cruel, and for four years now have I worked with the book propped up by the 
palm of my hand . ,,۹ 

Even when they were forced to wander about the country in search of safety, Armenian scribes 
and artists continued their work and produced beautiful manuscripts. Sometimes entire schools — 
pupils led by their master — had to seek shelter far from their native town or village. Thus, it is 
known that Vanakan ("the great teacher", as he was called by his contemporaries) gave lectures 
during the Mongol invasion to his pupils in a cave near the Tavush fortress. His pupil Vartan Are- 
veltsi, who in his turn became a teacher, wandered all over Armenia with his school, trying to avoid 
the invaders. 

Although the Mongol invasion interrupted the peaceful life of Armenia, some princes — for ex- 
ample, those in the provinces of Siunik and Khachen -- in order to retain their power and the relative 
independence of their principalities, chose to enter into diplomatic negotiations with the invaders. 
As a result, in the fourteenth century a somewhat shaky peace prevailed in certain parts of the coun- 
try, and peace, among other things, meant a progress of cultural life. 


SIUNIK (a province to the south-east of Lake Sevan) was one such region, and it was here that the 
last two Armenian medieval academies — Gladsor and Tatev — were founded and prospered. The 
Gladsor academy, or university, set up in the second half of the thirteenth century on the basis of a 
monastery, had a very high reputation throughout the country. It was not a monastery in the ordi- 
nary sense of the word, but a true university, and many people from different parts of Armenia, even 
from far-away Cilicia, came to Gladsor to study or to perfect their knowledge. Among the teachers 
at Gladsor were many celebrated scholars of the time - Nerses Mshetsi, founder of the university, a 
scholar who “knew the tongue of the Greeks well", and Yesai Ntchetsi, rhetorician, philosopher and 
a prominent political figure. Many future famous scientists and historians were educated at the uni- 
versity of Gladsor, which was also a cultural centre with its own manuscript tradition and school of 


book illumination. 


The medieval miniature art of Siunik was strongly influenced by the local ancient tradition of or- 


namentation. But even though the khorans and marginals mostly comprised motifs and symbols of 
pre-Christian art — totems, allegories of good and evil or of the forces of nature (dragons, unicorns, 
griffins, etc.), the Siunik miniature of the thirteenth century revealed an obviously realistic tenden- 
cy. Another distinctive feature of Siunik art of that period was its affinity to the Cilician artistic tra- 
dition, and this is accounted for by the fact that the academies of Siunik attracted numerous laymen 
and priests from Cilicia; some of them must have been artists. 

Local traditions found their most consistent manifestation in work by the artist Mateos, illus- 
trator of the 1292 Gospel (Ms, 6292). This manuscript strikes by the splendour of its illumination, 
based on large-scale floral ornamentation and often including birds = magnificent peacocks 
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spreading their gorgeous tails. The birds are always presented in pairs, either with lowe 
drinking water, or with their slender necks intertwined. 

The work of another Gladsor artist = Momik, architect, stone-carver and miniaturis ١ 
markable for its exquisite lyricism and its profound poetic character hitherto unknown to mi 
Armenian art. These qualities are particularly apparent in his khatchkars, whose delicat r 
makes one forget the solidity and weight of stone, and in his miniature painting which is pei 
by the poetic sincerity of feeling characteristic of folk art. There are two manuscripts illumin 
Momik in the Matenadaran (Ms.6792, Pls. 15, 16; Ms. 2848). The artist liked to fill the back 
of his scenes with bluish semicircles reminiscent of clouds, which served to emphasize the 
ture of the events depicted. The compositional schemes of the miniatures are markedly sy 
cal, with perfect balance of proportions. 

Toros Taronatsi, of Gladsor, was one of the most productive artists of that school, 2 
Yesai Ntchetsi, hé was not only a talented miniaturist but also a poet of renown. His. ar 
tures were strongly influenced by the ancient traditions of local pictorial art. His kho 
borders abound in fantastic monsters - human-headed birds (sometimes having two hea 
and dragons, symbols of evil, fighting with each other or tearing at their prey, or else, a 
the Christian tradition, slain by warrior-saints who are trampling their prostrate bodies. 
rans of the 1318 Bible (Ms. 206, P1.17), for example, are so lavishly decorated that very li t 
left for the Canon tables themselves. 

Later works by Taronatsi betray the considerable influence of Cilician miniature pai 
ifested above all in the deliberately decorative character of the illumination, in the types 
of ornament and in the general arrangement of khorans and first pages of the Gospels 
Pls. 21, 22; Ms. 353). At the same time, certain iconographic features and images, as, fo 
the image of the Virgin suckling the infant Christ, suggest some knowledge of Western : 

The creative career of Avag, a wandering artist, was also (apart from the time h 
Cilicia and Iran) linked with Gladsor. The Cilician influence in his miniatures is evens 
in those by Taronatsi, for Avag spent several years in Cilicia where he, together ነ اا‎ 
Sargis Pidzak, produced an illuminated Gospel (Ms. 7631). 

The Matenadaran collection includes several works by Avag, the most remark 
being the Gospels of 1337 (Ms.212, Pls. 18-20), lavishly illustrated with initials, marg 
iatures incorporated into the text. They were inspired by the works of Toros Ros 
celebrated Cilician masters. On the whole, the art of Avag, having absorbed both . ` 
Cilician traditions, was somewhat eclectic. But the superb quality of their execution 
combination of grandeur and refinement make his miniatures uncommonly a trac 
their eclecticism, d 

The Gladsor academy ceased to exist with the death of Yesai Ntchetsi in 1338, but 
survived in other monastery schools of Armenia, in Metsop, Yerzynka, and part 
academy of Tatev which, after Gladsor, was the second most famous educa ional | ins 
menia, Grigor Tatevatsi 一 a prominent politician, philosopher and artist- was the h ۱ 
sc او‎ ERN in of his creative gift, the Gospels of 1297 containi 1 
"We 7 ور او‎ 3118611815 and ornamented first pages done by Tateva s 

| ong the treasures of the Matenadaran Library (Ms. 7482, Pls. 23-26). 


ture of these miniatures is their sli lisa: Who . 
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miniatures impress by their tranquil solemnity, and the impasto quality and the mat paint layer 
produce በ fresco-like effect. x | 

The same predilection for lavish ornamentation and a similar technique characterize the min- 
atures in another Gospel manuscript in the Matenadaran collection (Ms.6305, Pls. 28-31). Al- 
though its exact date and place of origin remain unknown and only the first name of the artist, Gri- 
gor, has been preserved, a comparison with works by Tatevatsi and by several other Siunik miniatur- 
ists provides sufficient grounds for roughly attributing the illustrations in this volume to the Tatev, 
or rather the Siunik school of miniature painting of the late fourteenth or the early fifteenth century. 

The Gospel is richly decorated with miniature scenes, or historiated miniatures, with khorans 
and marginals, but only a small number of miniatures are fully coloured: the rest are either mere 
outline drawings or only slightly tinted pictures. At the same time, unlike the Tatevatsi manuscript 
with its characteristic carpet-like backgrounds, Grigor's Gospel is a veritable symphony of orna- 
mental forms and motifs, executed in a rich variety of colours. The background, including the archi- 
iectural elements, the furniture, the dresses of the characters — everything is covered with minute 
floral patterns. For this reason, the volume is known as the “Chintz Manuscript". The versatility of 
motifs, the vivid presentation of characters and the soft light colouring give ۵ lively and festive ap- 
pearance to the miniatures and ornamentation in the book. Four illustrations in the volume - the 
full-page portraits of four warrior-saints — are of special interest. The saints are depicted as the pro- 
tectors of the Armenian people enslaved by invaders. 

Among those Matenadaran manuscripts whose colophons have been lost there are three re- 
markable fourteenth-century Gospels (Ms.318, Pls. 33, 34; Ms. 4060, Pls. 35,36; Ms. 7699, P1.27) 
whose origin has only recently been established. The style of illumination in these Gospels is a syn- 
thesis of Cilician tradition and the traditions of the Palaeologan Renaissance!* with its Hellenistic 
llavour and a quest for a more realistic pictorial representation. In the miniatures illustrating these 
manuscripts the emphasis is put not on the colour contrasts (although their role still remains impor- 
tant), but on the chiaroscuro effects. This seems to be a tentative attempt to master a new technique, 
but an attempt which is significant in that it indicates a new step in the development of miniature art 
and in the creative pursuits of artists looking for new expressive devices. At the same time the treat- 
ment of the background and of certain details remains schematic, and the general effect is therefore 
that of a mixture of different artistic principles. The new approach is mainly confined to the figural 
representation. In the solid tangibility of figures, in the less rigid composition, in the animation of 
the faces and in the soft treatment of forms, the illustrations to the three Gospel books are evocative 
^f loruteenth-century Slav art and also of miniatures in some illuminated manuscripts produced in 
^rmenian colonies in the Crimea (e.g. of the illustrations added in the Crimea to the Gospels of 
Constable Smbat; see Pls. 161, 162), Other similar miniatures can be found in the 1343 Gospelin the 
Mekhitarist Library in Venice (Ms, 1584/181), which was produced in a small Armenian settle- 
ment of Surkhat in the Crimea. The similarity between the above unsigned manuscripts and the 
ones which are definitely known to have come from the Crimea leads to the conclusion that the 
former are also likely to have been produced in the Crimea at the beginning of the fourteenth century. 

Among the works whose place of origin has not been definitely established but which were most 
probably produced in the Crimea, one should mention a miniature portrait of Grigor Tatevatsi 
(Ms: 1203, P1.32). Grigor was Rector of the academy of Tatev and a celebrated Armenian scholar 
vae M is shown against the background of a church, surrounded by his pupils. The por- 

vidently a good likeness, which is vindicated by a contemporary description of Grigor’s ap- 


ጋሮ ነሮ Er M | ç : 
48ኛ፡፡፡ and is therefore a unique example of portrait representation ofa late-fourteenth-century 
sonality, 


































| ri » the nomic and political situation in / rme | 
| | of the fourteenth century the econo | 1 ዘዴ... 
በ. پر‎ could not but have an unfavourable influence on cultural life: one by جو‎ 
d 1 we ې كيت‎ 5 5 | | # > | ۳ ۳ ከዕ ` 
i سنہ‎ sti scriptoria cut down on their production of manuscripts, The art of manuscri P 


jumination was only kept alive in the remote monasteries of South and East Armenia, The school 


book illustration which developed in the province of Vaspurakan and in neighbouring prow in 
represented the highest achievements of Armenian miniature painting of that time. | 


VASPURAKAN was a province of Armenia proper which extended to the north-east and s 7 it 1 | 
Lake Van. From the twelfth to the ninth century B.C. this area was occupied by one of the me star 
cient states in the Middle East, and it was here that the state of Armenia was later founded, nu 
early Middle Ages Vaspurakan was a principality of Greater Armenia, but in the ninth eve 
centuries it became an independent kingdom ruled by the Artzrunid dynasty. As in many Armeni 
provinces during the thirteenth and fourteenth centuries, monastic scriptoria of Vas purakan p 
duced illuminated manuscripts. The artists working in these secluded monasteries us ዘሃ had . 
modest, non-aristocratic background, and their art, accordingly, was inspired by and ad; ptec t 
the tastes of the common people. n. 
The Vaspurakan school was one of the most prolific in Armenia, Its legacy now amount ito; 
most 1,500 manuscripts, the majority of which are illustrated. Among the distinctive fe itures | 
Vaspurakan book illustration is the specific position of historiated miniatures. According to the aj 
long local tradition, they opened each volume, preceding the Canon tables as a kind pi C 
overture to the text. ١ 5 
Another disunctive feature of the manuscripts produced in Vaspurakan is the great variety: 
motifs used in the miniatures. Thus, the Vaspurakan Gospels often combine miniatures on tradi 
tonal Gospel subjects with those based on the Old Testament and the Apocrypha. Old Testame 
subjects usually come first and sometimes contain details suggested by real-life observation: : h 
Christian motifs in these miniatures are often interspersed with vestiges of pagan pantheism A 
subjects most popular with the Vaspurakan artists were The Genesis, The Sacrifice of I: ac, Th 
Trinity (Visitation under the Oak-Tree at Mamre) and some others. Among the New Testame 
scenes depicted by many masters were The Massacre of the Innocents, and scenes showing the m 
des performed by Christ (The Raising of Lazarus, The Healing of the Blind, etc.). Some arti 
showed preference for apocryphal motifs, such as, for example, The Meeting of St. Joseph an d E 
Characteristically, in treating these subjects the artists often concentrated on such details as cou 
be associated with certain events in their own life or the life of their homeland. 1 
According to S. Der Nersessian, juxtaposition of New Testament scenes with scenes from t 
Old Testament, symbolically connected with the former, first appeared in Armenian art as early. 
the ninth century. This tendency was also characteristic of thirteenth. and fourteenth-century Va 
purakan miniatures. They were based on an ancient local tradition which found an earlier m: nil 
tation in the reliefs and frescoes adorning the tenth-century church of the Holy Cross on the island ¢ 
Aghtamar.!5 Thus, the scene of The Sacrifice of Isaac with which the series of Gospel illustratio 
usually opens was inspired in the case of several artists of the thirteenth and fourteenth © nturii 
(Simeon Ardjishetsi, Zachariah, Daniel) by the iconographically identical reliefin the church of tl 
Holy Cross. Another artist, Ovsian, who painted The Last Supper (the only example in fourteenth 
century Vaspurakan manuscripts), had evidently emulated an eleventh-century version of this sul 
ject found, for instance, in a volume produced in 1038 (Ms, 6201 ), The same tendency of adherin 
۱ old traditions can be traced in the Crucifixion scenes, with allegorical representations of the Su 
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and Moon, and also in the composition of such subjects as The Adoration of the Magi and The 
Resurrection, which apparently goes back to the tenth- and eleventh-century models. Certain de- 
tails of the earlier paintings are sometimes repeated in later versions, for example “group portraits" 
of the Four Evangelists, although beginning with the eleventh century the custom prescribed to de- 
pict them separately, each portrayal opening the corresponding Gospel. 

Vaspurakan miniatures were based on symbolic dogmatism accompanied by certain elements 
of folk art imagery. This combination accounts for the distinguishing features of their iconography 
and of their subjects: namely, the great role played by images linked with ancient symbolism and 
apocryphal legends. They are also remarkable for their stylistic features: the general composition 
and the treatment of individual scenes are determined by the essentially linear character of the 
drawing. The line as the main expressive device is supported by rich and clear colours. 

The lack of perspective in the composition and drawing, typical of medieval art in general, is 
more conspicuous in the Vaspurakan miniatures than elsewhere. Works by Vaspurakan artists are 
distinguished by a traditional disregard of the optical approach and by a two-dimensional, frieze- 
like representation of scenes in which figures and objects fill the entire surface of the picture. The fig- 
ures are usually presented in a frontal view, and their energetic gestures are so expressive that they 
seem to combine several movements in one. The whole range of pictorial devices used by the authors 
of these miniatures has but one purpose — the achievement of the utmost clarity and vividness in 
the expression of the main idea, the essence of the subject, irrespective of whether the picture in 
question possesses a narrative or symbolic character. With that purpose in mind, Vaspurakan ar- 
tists tended to replace real-life details by certain symbolic signs, thus revealing, wholly or partially, 
the idea underlying the scene depicted. The general harmony distinguishing Vaspurakan minia- 
tures was achieved through the canonical arrangement of figures and the peculiar rhythm of their 
movements, which went beyond the limits of ordinary gestures and acquired a more profound sig- 
nificance symbolizing perpetual motion. It was not merely the course of action or its outward char- 
acteristics which were important for the artist, nor the pictorial representation of movement, but the 
conceptual side of the represented event or motif. 

Although limited by these artistic principles and using mainly traditional forms based on 
methods and devices of folk art, Vaspurakan artists created a number of works marked by a certain 
degree of individuality. 

Among the numerous distinctive features of Vaspurakan miniatures are rhythmical repetition 
0! forms, stylized pictorial representation of ornamented dress, a characteristic facial type, with 
elongated eyebrows and eyelashes, and, last but not least, their deliberate decorativeness which, 
combined with the somewhat schematic drawing and the dynamic intensity of images, enhances the 
great expressive potentialities of these miniatures. 

Book artists in the province of Vaspurakan were often also skilful in other crafts, such as stone- 
carving, jewellery-making and carpet-weaving, and this enabled them to enrich their technique of 
illuminating and decorating manuscripts, many of which are provided with gold and silver filigree- 
work covers and with multi-coloured printed pieces of cloth pasted onto the inner side of the covers. 

The influence of folk art on Vaspurakan miniatures also manifested itself in the peculiar 
rhythm of linear arrangement and combinations of pure colours, emphasized by the light back- 
ground of the vellum, Although the range of colours is limited, their saturation and choice enhance 
th ¢ expressiveness of the whole palette. The same influence probably accounts for the elements go- 
Ing back to pagan symbolism, and for the motifs borrowed from real life and sometimes depicted 
with an almost ethnographic accuracy. Another distinctive feature of books produced in Vaspura- 
kan, also determined by their orientation towards the tastes of the common people, was the exten- 
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sive use of explanatory notes, Apart from clarifying the pictures' meaning, such ya 
an important decorative role and became an integral part of the composition and design as. 
Vaspurakan manuscripts were lavishly illuminated with khorans and semi-khorans al 
Canon tables, with decorative title-pages and marginal ornaments. According to Lydia De 
ornament in Vaspurakan manuscripts was often not merely a decorative supplement to the 
a pictorial subject in its own right. 
Many of the apocryphal and mythological motifs used in the decor of the Canon tz 
traced back to pagan times. These are, for example, the recurring symbols of the Sun seat 
images personifying a dying or resurgent deity, etc. Although some of those symbols and irr 
tained their original meaning, the majority were reinterpreted in accordance with new b lie 
The decor of khorans impresses by a beauty and clarity of design, often based on horses: 
shaped arches filled with geometrical and flora] ornament. 
But it was in the marginals that the skill and imagination of Vaspurakan artists reac 1 
peak. Marginal decorations ranged from fairly simple floral ornament to elaborate designs سم‎ 
porating figures of animals and mythological creatures. Such marginals were characte = ۱ 
a predominantly decorative nature and schematic treatment of images, on the one hand, an 
spontaneity akin to popular art, due to which even canonical religious concepts were pr 
a simple and clear way. ۱ 
The Vaspurakan school of book illustration, compared with other schools in the histo ٢ 
Armenian miniature and of medieval painting in general, stands out for its pronounced “€ O 7 rien : 
character. This links it with the art of neighbouring countries — Persia, Mesopotamia, Cappa 
and the Arab countries, which were part of one and the same cultural area. But although eal Cer 
extent influenced by the art of these countries, the Vaspurakan miniature succeeded in ret ainir m 
unique national character and its own artistic imagery. x 


NAKHITCHEVAN. The art of book illumination in the province of Nakhitchevan and | n ac 
ing regions was closely connected with the traditions of Vaspurakan miniature painting. Tes | 
lent surviving examples are the Gospels illuminated by Simeon in 1304 (Ms. 3722, PiS 
the Gospels illuminated by Markare in 1315 (Ms. 2930, Pls. 62,63). Both manuscripts show: ۸ | 
characteristic of the Nakhitchevan school of book painting. ያ 
In the 1304 manuscript, illustrations are reduced to marginal symbols representing tradit 
Gospel motifs. Thus, a vessel containing myrrh symbolizes The Baptism, a group of shep phe d: 
frolicking larnbs stands for The Nativity, and fish in a bowl represent The Last Supper. T 3 ch 
teristic can no doubt be traced back to an ancient tradition reflected in the famous E SET 
Gospels of 989, An important role in the illumination of this ancient manuscript is played حا‎ 
sentations of various animals, and by symbols and motifs inherited from pagan imagery. 
As Lydia Dournovo puts it in her Concise History of Old Armenian Painting, the artist, “whil 1 
rating the margins with varied motifs, introduced into his ornaments animals, birds, mytholo 
creatures and human faces, thus enriching the range of subjects and developing the traditiona 
ginal designs ... His work was not meticulous, but ardent and impulsive, the strokes well-aimex 
effective, li was as though the dynamic movements of the artist's brush were spontaneously re 
ed in the dynamic character of his pictures," !6 
The 1315 Nakhitchevan manuscript contains a large series of miniatures on Gospel sul 
feature more typical of Vaspurakan book painting than of the Nakhitchevan لاصياو‎ ; rhe iet 
16 opens with a miniature on the Old Testament theme, The Sacrifice of Abraham, and ends v 
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cof The Descent of the Holy Spirit. The miniatures are characterized by somewhat archaic ico- 
sgraphy, particularly in the scenes depicting The Nativity, The Resurrection and The Entomb- 
nent. The laconic versions of the canonical compositions chosen by the painter are endowed with 
r impressive monumentality of figural representation. The paint is applied in a thick solid layer, 
ind the principal colours are red, velvety-green and umber. 


RTSAKH, UTIK AND THE BASIN OF LAKE SEVAN. During the rule of the Zakharids art 
nd writing flourished in many of their vassal principalities in North-East Armenia. One such prin- 
palit — that of Khatchen — managed to retain a relative independence from the Mongols. It is 
efore not surprising that the art of book illustration of Khatchen/Artsakh is now amply repre- 
۱ nted in the Matenadaran. 

A recent study of the Matenadaran manuscripts has made it possible to determine the origin of 
many of them on the basis of stylistic and iconographic peculiarities and also on the grounds of their 
similarity with some of the accurately placed and dated manuscripts, for example the 1224 Gospels 
Ms. 1823, Pls. 64, 65) from Artsakh. The latter, according to Lydia Dournovo, belongs to 2 “mixed 
trend" blending the traditions of aristocratic and folk art. This new trend was connected with the 
development of urban culture, and one of the main distinctive features of works within this trend 
was their great expressiveness achieved by a very limited scope of pictorial devices — “a maximum 
effectiveness at a minimum expense".!? 

Another work originating from the same province is the manuscript illuminated by Toros be- 
fore 1261 (Ms. 378, Pls.66,67; a number of illustrations in the manuscript are of a later date). 
Manuscripts produced in the southern regions of Artsakh and in the Lake Sevan basin present 
a special iconographic interest and possess considerable aesthetic value. The miniatures in these 
manuscripts are in many ways different from miniatures representing other schools of book illumi- 
mation in Armenia. This difference becomes particularly apparent through comparison with the 
works of the Vaspurakan school. Thus, the Old Testament motif of The Sacrifice of Isaac, which 
was traditionally an essential part of the Vaspurakan Gospels where it played the role of a pictorial 
prologue to the text, is altogether absent from the manuscripts of Artsakh/Sevan. The same applies 
to several other typically Vaspurakan subjects, like Christ in Majesty, The Last Judgement and the 
Second Coming of Christ, the Miracles of Christ, and, characteristically, to secular motifs. Instead, 
the miniatures display a predilection for scenes of Christ's childhood (The Nativity, The Presenta- 
tion in the Temple, The Massacre of the Innocents, Christ Teaching in the Temple), for parables 
_ (e.g. The Parable of the Ten Virgins), for the motifs of the original sin (Adam and Eve) and The Be- 
trayal ( The Arrest). Instead of the narrative and allegorical scenes of the Old and New Testaments, 
we have here the motifs of The Genesis, of the original sin and other dramatic events. 

These miniatures are also remarkable for some other iconographic peculiarities. Thus, the 
archangel in The Annunciation scene (Pl 70) is depicted blowing a pipe while he flies down to 
Mary. In the scene of The Presentation in the Temple (Pl. 72) Christ, contrary to tradition, is step- 
ping forward to meet St. Simeon. In the miniature representing The Flight into Egypt (Pl. 74) the 
Virgin with the Child in her arms is walking (and not riding the ass) behind Joseph. In the multifig- 
ured scene of The Baptism of Christ the artist showed, in addition to the disciples, a large crowd of 
people; The Raising of Lazarus (Pl. 73) is likewise crowded with various characters and presents the 
subject in the form of a succession of episodes. The Last Supper (P1.69), due to its unusual composi- 
tion, must be regarded as a unique monument of medieval art: the apostles sitting at a round table 
are depicted in such a way that only their heads are visible, while Judas is the only figure presented 
in full view, apart from the main group. 
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We should also note that, in Artsakh manuscripts, the miniatures representing The À cens 
(PI. 76) and The Descent of the Holy Spirit do not include the figure of the Virgin, invariably se 
Vaspurakan miniatures on these subjects. The representation of the Evangelists also deviat 
the iconographic tradition of the time = thus, St. John (Pl. 64) does not lean on a staff, as he ui 
does in Vaspurakan miniatures, and Prochoros, his disciple, is depicted as a young man, C 
distinctive feature of Artsakh manuscripts concerns the illumination of the Canon able 
capitals and bases of the traditional pillars are provided with symbols of the Evangelists. 

In certain ways, Artsakh book illustrations are comparable to miniatures from Siunik, 7 
treatment of the Virgin and Child, for example, is reminiscent of works by the Siunik painter 1 
Taronatsi, while the emphasis laid by Artsakh artists on the figure of St. Joseph in their re | 
tions of The Nativity is characteristic of another Siunik master, Momik. 

On the whole, the miniatures of Artsakh and of the Lake Sevan basin were equally influe 
by the decorative splendour of the classical art of Siunik and the attractive simplicity of the olk 
traditions which flourished in Vaspurakan. Butin combining these two different tendencies the A 
sakh/Sevan artists succeeded in attaining a surprising stylistic uniformity and harmony. Althor 
inspired by the somewhat laconic manner of the Vaspurakan miniaturists, they endowed their: 
representations with a wealth of eloquent detail. Some ofthe Artsakh artists are noted for their hi 
ly original treatment of colouring and composition. 

The broad, colourful ornamental borders framing the miniatures enhance the impressio 
compositional integrity; every single detail in the pictures is meticulously finished. Accordim 
S. Zhebelev, “all figures and objects in the pictures are strictly coordinated within the limits ofi 
spatial zone. The miniatures are reminiscent of a carpet with a multitude of various designs cos 
ing a flat surface, while each of them retains its independence."'!? 

The brightly coloured figures depicted against a blank background also resemble parts of 
decor. Their static postures, usually with outstretched arms, are all alike. The faces mostly have 
foreheads; the hair is neatly divided into separate locks. The attitude in which many guran 
picted, with heads thrown back, brings to mind the works of two Gladsor miniaturists — Mat 
Momik. The soft colouring of the miniatures is based on shades of silvery-blue, green and violi 

On the whole, in miniatures of Artsakh/Sevan the purely decorative side prevails over t 
rative aspect. Particular significance is attached to symbolic accessories in Gospel scenes (e 
pipe in The Annunciation, the twelve partridges symbolizing the Apostles in The Presenta ti 
the Temple, the cross on the table in The Last Supper implying the imminent sacrifice of Clu 
etc.). These symbolic representations, apart from their contribution to the narrative purpor x | 
pictures, play — in accordance with the Vaspurakan tradition which influenced the Arca 

an important role in the illumination of the manuscripts. 

Despite the stylistic variety characterizing the different artistic trends and schools of Art 
proper in the thirteenth and fourteenth centuries, they were all inspired by local traditions, نا‎ 
menian folk art. Byzantine art which exerted a strong influence on many medieval cultures did | 
leave here an imprint deep enough to gain ascendancy over the country's own artistic tradition 
Cilicia, however, the Byzantine influence was more pronounced. 
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The cultural life of Armenia, which had to a certain extent slowed down at the turn of the elev- 
enth century, in the course of the next two hundred years underwent a revival not only on Armenian 
territory proper but also in some regions outside the country, which were then receiving Armenian 
immigrants and which among other things provided a more favourable political situation for the de- 
velopment of art. Cilicia occupied a prominent position among these regions. 

[t was a small mountainous country on the north-east coast of the Mediterranean. It must have 
strongiy reminded the exiles of their homeland; besides, the first Armenian settlements had already 
appeared in Cilicia during the rule of Tigranes 11 the Great (89-86 B.C.). Towards the end of the 
eleventh century various regions and cities of Cilicia united into a principality under the Roubenids 
-a dynasty founded by former vassals of the Armenian king Gagik Bagratuni, who moved to Cilicia 
where they owned a castle in the Taurus mountains, near the so-called Cilician Gates (a passage- 
way in the mountains). A century later, under Leon II, the principality was transformed into a king- 
dom which lasted for almost two hundred years — up to the end of the fourteenth century — and for 
the whole of this time remained one of the most influential states of the Middle East. Its influence 
was due, to a great extent, to its geographical position: situated out of the way of the Turkish invad- 
ers, surrounded by chains of mountains interrupted only by several narrow passages, or "gates", 
with the s¢a-coast completing this natural barrier, Cilicia could enjoy relative safety and peace. On 
the other hand, this small country stood at the junction of Europe, Asia and Africa, where important 
trade routes uniting these parts of the world crossed. Besides, Cilicia lay on the route of the Crusad- 
ers, and, last but not least, it was a kind of intermediary between Armenia and the neighbouring 
states. [t had to maintain relations with Byzantium, the Seljuk Sultanate, the kingdom of Jerusa- 
lem. the Antioch principality of the Crusaders, the Egyptian Sultanate, the Mongols, the Pope of 
Rome. and the Venetian merchants. 

The successful wars fought by the Armenian princes in Cilicia, their flexible diplomacy and far- 
sighted policy ensured considerable independence to the country and its political and military pow- 
er. As a result, Cilicia was a region where the expansion of trade, the growth and prosperity ofcities, 
the development of crafts, and, finally, the flourishing of culture and the arts were for a long time un- 
hampered by political hazards. 

Unfortunately most of the surviving architectural monuments of Cilicia lie in ruins, and only 
few of them have been studied by art experts. But despite this one can visualize today the high level 
of both religious and domestic architecture. Evidence to this effect can be found in the records left by 
nurnerous travellers, and in research work by historians of architecture. Fortresses and feudal cas- 
des which provided maximum convenience to their inhabitants (and which, as some scholars be- 
lieve. had an influence — via the Crusaders — upon Western European fortifications), monasteries 
and churches, caravanserais and baths, schools and hospitals, bridges, aqueducts and canals were 
built in abundance in that small country which, within a short historical interval, became a highly 
developed and prosperous state. Ships from many different countries called at its well-protected 
Ports; its mountain passage-ways served as gates for numerous Caravans carrying precious Oriental 
goods, its beautiful cities surrounded by several lines of fortifications throbbed with life and activity, 
and trade and crafts flourished there freely. 

The city of Sis, the capital of Cilicia, enjoyed a fame that reached far beyond the country. It was 
admired for its impregnable fortress, for its magnificent royal palace whose walls were decorated 
with reliefs and whose interiors were lavishly adorned with mosaics, gilt and marble, for its rich 



























library and beautiful gardens, and, finally, for its numerous churches, its school, public bath: 
hospital. Monasteries, which had always played an important role in Armenian cultural and ar : 
life, also prospered in Cilicia. The new monastery buildings and churches were decorated r 
coes; monastic libraries and scriptoria in Cilicia, as in Armenia proper, produced illiminated lal 
scripts. 

While our knowledge of Cilician architecture, monumental painting and minor arts rem, 
somewhat fragmentary, we have a fairly clear notion of the evolution of Cilician miniature pains 
which is well represented in the Matenadaran collection. 

The art of book painting in Cilicia goes back to the eleventh-century miniature art of Arm e 
proper. The first Armenian settlers in Cilicia did not break off links with their native land, regardi 
- with good reason - the new kingdom as a political successor to the state of Armenia (this 
was reflected in the legend concerning the origin of the Roubenids, according to which the lar 
scended from an old Armenian royal dynasty). 

Colophons attached to some of Cilician manuscripts contain information about older | 
scripts, brought to Cilicia from Armenia and valued greatly by Armenian immigrants. It was q 
natural that they should become both a model and an inspiration for the Cilician artists. Their nih 
ence is particularly apparent in twelfth-century Cilician manuscripts which developed the tra 
tions of old Armenian book painting. The miniatures and ornamentation in the latter ma 
are characterized by a monumental austerity of drawing, by large-scale figures, by sa 
ours and by a restrained colour range. 

Although the Cilician miniature retained many features of traditional Armenian art and d 
remained closely linked with its artistic sources, it could not escape the influence of the factors wh 
determined the political situation and the economic and cultural life of the new kingdom. e 
tors left an imprint both on the outlook of the artists and on the character of their works, which 
though basically ofthe same origin as works by contemporary miniaturists of Armenia proper, 
in many ways different. Manuscript illumination developed according to new principles ' th 
gard to both the general arrangement of decorative elements and the style itself. 

First, manuscripts produced in Cilicia became smaller in size and less otlicial-looking. Wi 
Armenian scriptoria in the tenth and eleventh centuries produced huge volumes, to be kept onp 
pits and in church vestries, the Cilician manuscripts of the twelfth and thirteenth centuries wer | 
rule comparatively small and therefore could be easily held in one's hands. Second, the gener d 
sign of manuscript books became more imaginative and elaborate. The early Cilician manuscri 
(twelfth of early thirteenth century) were usually decorated only with khorans and portraits x 
Evangelists, but from the middle of the thirteenth century onwards a new tendency manifested 8 
in the growing thematic variety of illustrations. In addition to the canonical Gospel subjects, C 
an artists depicted various secondary scenes. Another distinctive feature concerns the placing offh 
toriated miniatures within the book: they either occupy separate pages or are incorporated intet 
text, but in both cases they are strictly correlated with the corresponding passages im the ፻፪ 
whereas in the manuscripts of Armenia proper the pictorial section usually preceded the text. i 
ly, in the thirteenth century the Gospels gradually ceased to be the only type of illuminated m& 
script in Armenia, and the range of illuminated books widened to include the Bible, the Psalter an 
Lectionaries. T 

The style of the illustrations acquired an increasingly more refined and decorative cha 5 
becoming, in fact, better adapted to the genre of miniature painting. In contrast to eleventh-cente 
Armenian miniatures which, with their large-scale figures, bold brushwork and restrained. = 
ing, produce the effect of diminutive frescoes, thirteenth-century Cilician works belong eatirel 
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the sphere of book painting intended for a close and unhurried examination, of a kind that would 
enable one to appreciate the elegance of smoothly flowing lines, the elaborate ornamentation and 
ıe exquisite colour combinations of deep blue, bright red, and different shades of violet with deli- 
pink, light green, light blue and gold, 

By a peculiar whim of fate, most of the surviving Cilician manuscripts belong to the so-called 
“aristocratic circle" comprising books commissioned by the royal court, by the patriarch or by rich 
and influential barons. Such manuscripts were produced in large scriptoria by professional artists 
who had had a good training and who, besides, had at their disposal high-quality vellum and parch- 
ment, expensive pigments and gold. This does not mean, however, that in Cilicia, in contrast to Ar- 
menia proper, only the upper classes had access to illuminated manuscripts. It is quite probable 
‘hat these more precious manuscripts were preserved with the utmost care and were the first to be 
rescued by the Cilicians who, at the fall of the kingdom, were obliged to leave the country. And, con- 
sequently, it was these same manuscripts which were donated later by the refugees to churches and 
libraries in Armenia and other countries, 


cate 


Despite the overall stylistic uniformity of Cilician miniature painting, we can distinguish sever- 
al schools which, although closely interrelated, possess certain features typical of this or that art cen- 
ive. The most prominent centres of art and written culture, which determined to a great extent the 
principal stages in the development of Cilician book painting, were the monasteries - Hromkla (a 
fortress on the Euphrates which served as the residence of the Catholicos, head of the Armenian 
Church); Drazark, Akner and Grner, situated near the city of Sis and associated with the royal fami- 
Iy: and, finally, Skevra which belonged to the domain of the Oshinids, the most influential and en- 
lightened of all Cilician princely houses, 

The flourishing of culture centres, apart from political and social factors, was also determined 
by the support given them by patrons, whether clericals or laymen, who liked to surround them- 
selves with talented artists, providing them with all things necessary for work. The most famous 
among such patrons were Nerses the Graceful, Nerses of Lambron (Nerses Lambronatsi), the Ca- 
iholicos Constantin I, the Archbishop Hovhannes and others. 

Cilician book painting reached its peak between 1250 and 1290, Its magnificent achievements 
were rooted in the preceding development of miniature art over one and a half centuries. The dis- 
inctive style of Cilician miniature began to take shape towards the end of the twelfth century; it is 
only natural, therefore, that its characteristic traits are discernible in works dating from the begin- 
ning and first half of the thirteenth century. 

[t so happens that the first half of that century is represented in the Matenadaran by a compar- 
atively small number of manuscripts, very few of which are of real interest. Among the latter is the 
1237 Gospels (Ms. 7700, PI. 79), commissioned in Sis by Prince Constantin of the Oshinid dynasty. 
Prince Constantin was appointed regent at the death of King Leon 11 (1219), whose only heiress 
was his little daughter Zabel. In 1226, Constantin forced the young princess to marry his son Het- 
oum, who thus became the legitimate king of the country and founded a new dynasty. 

This version of the Gospels is not fully characteristic of the specifically Cilician style of minia- 
ture painting, a style which was to develop in the second half of the century. The colouring of the 
khorans, portraits of the Evangelists and first pages of the Gospels is markedly different from the 
rich and vivid colouring typical of the later Cilician book painting. The colours are soft, and their 
range is rather limited: it consists mainly of delicate shades of green, light blue, pale yellow and lilac 
‘ouched with gold, The proportions of the khorans lack harmony, and the ornamentation is not so 
“laborate and refined as it was to become some twenty years later: it lacks the variety and richness of 
motif which give to Cilician manuscripts of the mature period their unique decorativeness. The 
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treatment of birds whose figures frame the Canon tables is still rather conventional as compa 
with the astonishing realism of later representations. | E 
The mature Cilician style is represented in the Matenadaran by two manuscripts, of 12 
(Ms.7690) and 1251 (Ms. 3033, Pls. 80-83). Both were produced at the Hromkla monz Mery 
though illumination in these volumes is still confined to portraits of the Evangelists, to first. jag 
and, in the case of the 1251 Gospels, to Canon tables, ۱۹ its stylistic features reflect the fully d op 
artistic principles of the Cilician school. Thus, the treatment of the figures and faces th 
Evangelists betrays an attempt to render the effect of volume; the folds of the draperies del neateth 
shape of the body, and the proportions and postures of the figures are almost natural. Th e ric 
colouring is based on saturated blue, green and red hues set off by gold, and the ornament is minut 
ly elaborated. | 
The 1249 Gospels was illuminated by Kirakos, one of the leading Hromkla masters, whe 
work is represented in the Matenadaran by several manuscripts dating from the 1240s. Kirak s 
an immediate predecessor, an older contemporary and, in all probability, the teacher of one oft 
greatest Armenian artists — Toros Roslin. 
The two manuscripts from the Hromkla monastery are characterized by the iconograp ic f | 
tures (relating to the decor of the Canon tables and to the representation of the Evangelists) ad t 
general stylistic traits typical of the Golden Age of the Hromkla school (1250s and 1260s). 
On the other hand, the decor of the Canon tables is still somewhat heavy in its proportions; ü 
figures of birds decorating the khorans, although already more vivid and realistic than their ear 
counterparts, still lack the free artistry and exquisite virtuosity which give a unique characte 
Cilician miniature art in the middle and second half of the thirteenth century. | 
The Golden Age is also represented by another Hromkla manuscript — the Gospels (Ms. 83 
Pls. 87-89) commissioned by the Catholicos Constantin I as a gift for his godson, Prince Leo 0 I 
to the throne and the future King Leon III. Besides the traditional khorans, the manuscrip 
cludes a portrait of the Prince (PI. 89). This is one of the earliest surviving examples of Cilician P 
trait painting. In accordance with the medieval tradition, the representation is devoid of am | in 
vidual portrait characteristics. The artist was apparently perplexed by the unusual task, à ad | | 
considerable gift as a miniature painter could reveal itself to the full only in the treatment of 
Prince's magnificent garments and in the rich and varied colouring. Later, portraits of the pe s 
who commissioned the book or of its owner were to become a customary feature of Cilician illt 
nated manuscripts. 
The middle of the thirteenth century marks the beginning of new creative searches by t he ۱ 
lician miniature painters whose achievements at this time to a certain extent anticipate the tenc | 
cies developed by Byzantine art during the Palaeologan period. Cilician artists of this period sou ۱ 
to break the constraints of medieval canons, to impart spatial depth to their pictures and to achi 
volume and perspective in figural representation. The general tendency towards a realistic depi 
tion of traditional scenes, which was first manifested in the Gospels of 1249 and 1251, was fü 


2٦ 


developed by Toros Roslin, Unfortunately, just as with the majority of painters of this ime 
know very little about Roslin's life. According to the colophons of his manuscripts, he workec 


= 


Hromkla between 1250 and 1270 and was evidently the chief artist of the Patriarch’s seri pt t 1 | 
He must have been quite a celebrity, for he received commissions from the capital — from memb 
of the royal family and courtiers. His popularity was undoubtedly also due to the patronage ol t 
Catholicos Constantin I, one of the most educated people in Cilicia, "S 

The seven surviving manuscripts illuminated by Toros Roslin were produced at Hromkla ! 
tween 1256 and 1268. In addition, there are also several illuminated manuscripts in the Matenad 
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n which, al though not signed, are attributed to Roslin on the basis of their stylistic affinity with his 
cd works 
1 me of the most remarkable manuscripts in the Matenadaran collection signed by Roslin is the 
called Malatian Gospels (after the town of Malatia) of 1268 (Ma, 10675, Pls, 90-103). It is one of 
بپ‎ last and probably the best of Roslin's works. It was commissioned by the Catholicos Gonstantin 1 
<a gift for Prince Hetoum, son of Leon 111. Apart from decorated khorans, first pages of the Gos- 
یا‎ portraits of the Evangelists and a great number of marginals (probably painted by an assist- 
^ the manuscript contains thirteen historiated miniatures on Gospel subjects; originally there 
se more of these. In his miniatures the artist combines traditional iconography with spontaneous 
خی‎ impressions. As a result his composition becomes less rigid, and the proportions of the fig- 
— sore harmonious and elegant, Body shape is clearly delineated under the folds of the robes, 
aq poses and gestures are no longer unnatural or static, 

This new tendency towards a more realistic representation also applies to the spatial arrange- 
ons ofthe scenes: the figures, buildings and elements of landscape are arranged in several consecu- 

-e visual planes, in which the artist employed the devices of parallel and inverted perspective. 
cocher device which resulted in producing a spatial effect and which was apparently favoured by 
% lin consisted in "screening" the middle-distance figures by the figures in the foreground, so that 
1, parts of the more remote figures showed behind the ones in front, This device is used in the 
ےو‎ of The Descent into Limbo (The Harrowing of Hell), The Entry into Jerusalem ) 99), The 
ودب‎ (PL 101) and The Crucifixion (PI. 102], The colouring of Roslin's miniatures is less sche- 
sanc and conventional by comparison to that of his predecessors. The subtle interplay of shades 

„ables him to achieve the impression of volume and to skilfully model the faces. All these new ten- 

lencies in the mode of expression were the natural result of worldly concepts penetrating into Cilici- 

-art at the time. Although Roslin was still bound by medieval canons, he managed to expand the 
imits they imposed on his art, which, as a consequence, while retaining the traditional solemnity, 
«as more realistic and true to life than the art of his predecessors or even contemporaries, 

The conceptual novelty and creative ingenuity of Roslin's art give every reason to regard him 

o great master. The colouring of his miniatures is bright and at the same time noble and harmoni- 

us. The artist's favourite combination is that of blue and gold with an occasional delicate stroke of 
red: he also uses pale lilac and velvety-green shades, although far less often than the artists who 
worked in the 1270s and 1280s. 

The elegant proportions of the figures, the strictly balanced composition, the ingenuity and 
variety of ornamentation, the impeccable taste and moderation in everything = in the colouring, 
decoration and choice of motifs inspired by real life = betray a genuinely classical master ofa calibre 
which throughout the history of art is only found at the highest peaks of its development. 

The art of Toros Roslin is both serene and magnificent; it combines quiet joyfulness with light 
melancholy. His aesthetic ideal depends on the spiritual beauty of his figures, rather than on the 
regularity of their features. His Christ has nothing of the abstract austerity of canonical representa- 
tions: it is not a transcendental image, but a human being in whom sublimity is combined with 
gentleness, and nobility with inner strength and manly reserve - traits which undoubtedly reflect 
‘he spiritual world of the artist himself. 

One of the unsigned manuseripts in the Matenadaran which can be attributed to Toros Roslin 
5 the 1266 Gospels (Ms, 5458, Pls, 84-86). This manuscript, of which only 38 folios have survived, 
th commissioned by King Hetoum I and produced at the monastery of Hromkla, It must have 
ےپ وت‎ decorated, containing the complete set of illustrations adopted at Hromkla fur illumi- 

8 the Gospels in the 1280s (Canon tables, dedication pages and historiated miniatures), Un- 
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fortunately only two miniatures have been preserved. But the beauty of the calligraphy in the sur 
viving fragments of the manuscript, the subtle interplay of black and gold lettering, the decorative 
ness of the initials and marginals, the taste with which the latter are arranged on the page, ane 
above all, the astonishing skill and inspiration evident in the two miniatures (with the representa. 
tion of Christ in the margins) scem to prove beyond doubt that the manuscript was one of the great 
est achievements of Cilician book painting. 
The new tendencies which found their reflection in the art of Toros Roslin were developed by 
his contemporaries, artists working in various cultural and religious centres of Cilicia, and produc- 
ing miniatures distinguished from the work of the Hromkla school by a marked interest in spatial ar- 
rangement. This interest manifested itself in the prominence given to a complex architectural back- 
ground against which the buildings were presented from an angle emphasizing recession into depth. ` 
Manuscripts of this group do not lend themselves to accurate attribution and are difficult to 
place, for only a few of them have the usual colophons. But in all probability they come from the 
monastery of Skevra or from the smaller monasteries situated near the capital, Sis. The most se- 
markable examples in the Matenadaran are the Gospels which for lack of colophon can be only 
roughly dated to the 1270s (Ms. 7648, Pls. 110,111), the Bible of 1270 (Ms.345, PI. 104) commis- 
sioned by Archbishop Hovhannes and probably produced in Grner, and the Gospels (Ms. 764 
Pls. 105—109) owned by an outstanding public figure, the Constable of Cilicia, historian and legisla 
tor Smbat, brother of King Hetoum I. The latter manuscript, although it bears the name = its 
owner, contains no indications of the time and place of its creation. However, it can be — 
ed to between 1260 and 1276 (the year of Smbat's death). The khorans decorating the Canon t2 
in the manuscript are remarkable for their ornamental splendour and bright colouring. The g 
of forms, clarity of composition and harmony of the pictorial devices give them a serene سس‎ 
reserve which suggest that the artist was a contemporary of Toros Roslin. 
The art of Toros Roslin and of artists belonging to the same generation represented the classi 
cal period in the development of Cilician book illumination. The ensuing period which began se 
ten or fifteen years after the last known work by Roslin was marked by considerable changes i m 
thetic principles, caused by changes in political and social life. The two last decades of the thirtee nth . 
century were also the end of the Golden Age of Cilicia, followed by a slow but steady decline. The in 
creasingly frequent raids by the Egyptian Mamelukes (who in 1292 captured and plundered th 
monastery of Hromkla) created an atmosphere of alarm and apprehension in the country, wh 
could not but tell on the art of this period. Although essentially based on the traditions of Toros Ros- 
lin and his contemporaries, it has at the same time quite distinct features of its own. Following Kos 
lin, the artists of the 1280s introduce many details prompted by real life into canonical schemes; ike 
their great predecessor, they seek to convey the feelings of their characters. But they "out-Roslin 
Roslin", as it were, in their pursuit of the true-to-life, and sometimes, in fact, distort the nobi di nc 
lofty ideal created by him. The faces in the miniatures of this period are often crude, the figures et 
gated to the point of deformity, particularly if compared with the almost Hellenistic یں‎ 
Toros Roslin's figures. The serene equanimity and reticence characteristic of Roslin's art š 
that of his immediate predecessors are replaced by dramatic intensity and dynamism, which P 
meate the compositions of the new school. The scenes become overcrowded with details 2۹ 
which are all but lost in the maze of forms. While in the case of Roslin's characters the faces, PoS 
and movements conveyed genuine, strong but restrained feelings, in the miniatures of the ብቸና hur e 
teenth century the emotions of the characters are deliberately emphasized almost to the pona 
fectation. This "Baroque-like" period of the Cilician miniature is represented in ۸6 76 
by a group of first-class manuscripts produced in the 1280s. Although for most of them we have P 
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evidence of origin or authorship, comparison with some well-authenticated manuscripts of the same 
sod allows to relate them to the monasteries around the city of Sis, 
۳ rhe most lavishly ill uminated manuscript of this period - and also perhaps of the entire collec- 
son of surviving Armenian book miniatures = is the Lectionary of 1286 (Ms.979, Pls. 112-125), 
missioned by Prince Hetoum (the future King Hetoum 11, owner of the Malatian Gospels 让 
ed by Toros Roslin), Almost every single one of its folios, numbering over four hundred, 
عن‎ elements of decoration, These include full-page miniatures, border scenes, isolated figures 
namented symbols on the margins, and decorative initials with historiated, zoomorphic or geo- 
ی‎ motifs. In addition to the fact that it was a commission from the royal family, the nature of 
اه‎ book itself accounts for its splendour, The Lectionaries were always luxuriously deco- 
١ and besides gave an opportunity to represent a wide range of subjects, from Old and New 
ىن‎ ment motifs and scenes connected with various saints and martyrs, to allegories and even epi- 
¢ [rom the history of Christian Church. 
it is likely that the Lectionary of 1286 was illuminated by several different artists working at 
od the same scriptorium under the supervision of some eminent master. They must have been 
al representatives of this particular period in the history of art, and their work reflects all the 

-ndencies which appeared in Cilician painting towards the end of the thirteenth century. 

"he miniatures in the Lectionary are characterized by dynamism, nervous expressiveness and 

matic quality. All these features are manifested both in the general compositional arrangement 
ıı individual elements of the pictures, for instance in the forms of the silhouettes and in the par- 
+ refinement of rich and vivid colours. 
lhe above-mentioned tendency to emphasize emotion through gestures and movements re- 
sung the inner state of the characters is clearly seen in the representations of the Virgin or of 
lohn in The Descent from the Gross (Pl. 1 23). 
Similar emotional intensity and nervous anxiety characterize another miniature in the Lec- 
The Holy Women at the Sepulchre (Pl. 124). The curving nervous contours of the sil- ۱ 
cantes which seem hardly able to control the inner tension of the forms create an atmosphere of | 
casdness and dramatism. In the miniature showing Christ with His Disciples (Pl. 122) the artist | 
ام‎ in conveying the solemnity and concentration proper to the scene. The gestures of the 4 
postes are lively and natural, their figures appear to be painted from life. The same verisimilitude of 
sesture and facial expression is typical of the figures in many other scenes in the manuscript, among 
hem the scene of The Crossing of the Red Sea, On the other hand, the general character of the latter | 
^re conventional and schematic due to the treatment of the sea which is presented as a deliber- 
ily flat serpentine ornament, The heads of the drowning Egyptians showing above the surface of 
‘ie sea also give the impression of being purely decorative elements. Such treatment betrays a typi- 
cally Oriental taste for ornamental expressiveness. 

I he extremely rich illumination of the Lectionary strikes one by its variety of design, and by the 
»Idness and vividness ofits fantasy, Here, perhaps more than in any other Cilician manuscript, the 
‘Hots reveal their familiarity with the art of other nations, This should not be taken to mean that 
hey mechanically reproduced certain elements alien to their art, but rather that they purposefully 
“dened the ornamental range of the decor by borrowing motifs from different foreign sources. As 5 

“sequence, traditional Armenian designs co-exist in the manuscript with ornamental motifs typi 
“ya Far Ban Thus Chino سب ماس‎ y | 
We Me containing a bust portrait of Braman i n je. Wr m oh و جوا‎ | 

‘Yes swirling up in tight spirals in the scene of Jonah Cast into the Sea (Pl. 


Chinese prints and drawings; the dragons in the headpiece and margin of another Ep s | 
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(Pl. 119) are also derived from Far East symbols, although in the latter case, between the p 
mals in the marginal design there appears another symbolical image — of a three-faced c 
evoking associations with antique art. The treatment of the nude figure 一 Nebuchadnesg 
(PI. 121) — also denotes a certain knowledge of antique sculpture. Other borrowings in the d የ 
the Lectionary come from Arabian and Persian art (particularly those in the ornamenti y ft 
title-pages). Furthermore, Western European styles, particularly those typical of the Crus; de 
usual attire, are easily recognizable in the costumes of some characters. 
Among the most frequent sources of such borrowings were various art objects manufactured: 
foreign craftsmen and brought to Cilicia by merchants and visitors from many countries. The 
gradually became a habitual feature of Cilician urban life, so rather than regarding them as exot 
rarities, the artists just turned to them in their pursuit of novelty and variety of design. The ran 
artistic items imported into or taken through Cilicia was rather wide: It comprised Arabian porte 
and metalwork, Chinese procelain, enamels, silks and bronzes, Persian rugs and textiles, ete 
As for the borrowings from the world of antiquity, these probably had local origins. It is kno 
that during the ancient period Tarsus — one of the oldest Cilician cities and the traditional coras 
tion place of Cilician kings from the twelfth to the fourteenth century — was among the most proi 
nent centres of Hellenistic culture. At the end of the thirteenth century there were still some ruim 
ancient temples, theatres and aqueducts to be seen. We have already mentioned that mid-thi 
teenth-century Cilician artists were probably familiar with examples of classical sculpture, win 
realism must have been consonant with their creative pursuits. European art found — toC 
icia via Venetian and Genoese merchants, via the papal legates and, above all, via the d 
missions from neighbouring states conquered and ruled by the Crusaders, many of اسک‎ 
ranking barons were related by marriage to the Cilician royal house. 
All the different elements borrowed from various sources are not merely brought togethe 
| Lectionary of Hetoum II and other Cilician manuscripts, but are naturally and organically ime 
porated into the general pattern of decoration so that together they form a unified design. 
The group of manuscripts which includes the Lectionary of 1286 (Ms. 979) is represented int 
Matenadaran by another example — the Gospels (Ms. 197, Pls. 126—131) written in 1287 at Akne 
Bishop Hovhannes, brother of King Hetoum I. Apart from the usual khorans and ابس‎ 
the manuscript contains a representation of the apocryphal scene of The Assumption of 5 
Divine and a Dedication scene with a portrait of the bishop himself. Both miniatures, one? 
ing the owner of the manuscript and the other his patron, St. John the Evangelist, were undoubte 
done in accordance with the owner's wish.?? 
The illustrator of this manuscript, like the artist who decorated the 1286 Lectionary, endo 
his Gospel scenes with features from real life. Thus, The Entry into Jerusalem (Pl. 127) is enlivem 
by a number of convincingly realistic details. Such are, for instance, a worried father reasonir di 
his son who has climbed a tree; a mother pressing her child to her knee in a protective g 
crowd of people overcome by curiosity; the subtle variations in the facial expressions and 
ments of the Apostles; and the ass nibbling grass, The illusion of reality and the truth of th 
so great that it seems almost certain that in depicting it the artist relied upon his own په‎ ce 
was inspired by a recollection of a similar event in real life, for example, by the mare: 
the King into Sis. 
The Matenadaran collection includes another Gospel manuscript dating from approximate 
the same period (Ms. 9422, Pls. 132-139). Its original colophon is unfortunately lost, but a فا‎ 5 
fourteenth-century one survives and presents a dramatic record of the various mishaps that - 
26 the book in the monastery of St.John the Forerunner in the town of Mush (Western Arn 
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ın the middle of the fourteenth century the monks had to hide their most valuable manu 
if = *— Satu I = ia 7 5 1 š 
juding the Gospels in question, to save them from the invaders. When, man 
"JL os = ال‎ ፲ 8 مسين عم‎ wl m MEA s . yë ; 5 4 
: ere removed from their secret hiding-place, it turned out that ma 


scripts, in- 
y years later, the manu- 


— — ny of them "had rotten 
-e impossible to read". The mon ! ' F 
„way and were impossible to read”. The monks buried the damaged books, but fortunately this be- 


„me known to a certain deacon, Simeon, who gave orders to have them dug up and hired an expert 
او ہیں‎ ۳ " j ngly enough, 

T I 5 | í 1 | À |‏ اچ ne] ^ ۱ ۱ ALC 7 5 APR ٢ Y 7 eer‏ ج .> í‏ الت ہے 
Cilician Gospels which was among those manuscripts still retains a remarkable freshness of‏ ری 
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paint and much of the illiancy of its rich iridescent colours. The hazards of history did not in the 
east impair the superb artistic qi tality of the miniatures, whose poetic lyricism places them among 
mples of Armenian miniature painting. I 
les, light and elegant in their proportions, are filled with geomet- 
intricate and refined, as well as with figures of birds, animals and 
nes and scenes of fighting animals (Pls. 132—135). The lacelike trac- 
exc uisite colouring combining deep blue, violet, red and green, and 
: splendour and brilliancy to the khorans. 
The supp legant figures introduced into the intricate ornamental designs are treated 
| ieval painting, and with an easy freedom which makes one admire 
inknown Cilician artist who illuminated the manuscript. 

ins in both Armenia proper and Cilicia was usually determined by 
تع‎ in the treatises by Armenian theologians. The earliest of such symbol- 
ic interpret: ittrik o an eighth-century author, Stepanos of Siunik; more detailed and 
comprehen precepts wi vorked out in the twelfth century by the Catholicos Nerses 1۷ the 
.لباك بحرن‎ He dwelt upon each of the ten Canons in turn, specifying what trees or birds should deco- 
۹ were appropriate in each particular case, every element of the decor 
having a symbolic ificance. This text must have been familiar to Cilician artists, for whom it was 
is quite obvious that the artists did not always follow its precepts verbatim: 

itional meaning of this or that motif, and often combined and arranged 


fancy, sometimes adding purely decorative elements. Thus, while cer- 


scripts ۹ 


__ estore them. After restoration the books were returned to the monastery. Surprisi 





symbolic significance (e.g. birds quenching their thirst at a pool of 
| mortality; pomegranates whose sweet seeds are concealed under a 

et dness of the prophets; the tall palm trees reaching to the skies imply 
heavenly justice, et .), nc vhatsoever is attached to such figures as a monkey- or goat-headed 
man with a cornuco ji 1 wer in his hand, to nude dancers, or to horsemen frequently seen in 
the decor of the € 7 | The most natural reason for those deviations from canonical symbol- 
sm is that the artists were i aspired by the life around them, by the circus shows, mysteries, hunts, 
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creative fancy. ) x 1 
6, the Gospels may have been a result of team-work by several artists, 
alented master. The latter was undoubtedly responsible for the Canon 
ires as The Annunciation (Pl. 136) and The Raising of Lazarus (Pl. 137). 
vein of the former scene, and the feeling of softness and tenderness መጠራ 
ounted for by the colours used: light blue and lilac shades are combin 
1 violet on a gold background. Ame x " 
indin + Cilician manuscript in the Matenadaran erp c Gospels tradi 
as the “Gospels by Eight Masters ?! (Ms. 7651, Pls. UM ۹ 
its illumination differs from the traditional Armenian book painting, particu 


vE | There are no full-page minia- 
yt 1e artangemapi of'illustrations and ornaments. There are no full-page 
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tures; they are incorporated into the text, forming frieze-like bands = a method rarely u 
menian painters and in this case evidently due to Byzantine influence,” 
The manuscript was written in the late thirteenth century by the celebrated Cilician ea 
pher Avetis who apparently worked in the city of Sis. It was then turned over to a teamie 
for illumination, though for some reason or other the work was not completed. The sub 
tory of the Gospels is known thanks to a colophon left by its second owner = Stepanos, E 
bastia = who received the book as a gift from King Oshin. The colophon reads: “I, the we 
panos, bishop of the town of Sebastia, a lost shepherd and the poor author [of these no 
to the God-protected country of Cilicia on a pilgrimage to the relics of 5t, Gregory. There In 
an honourable reception and respect from the Patriarch Constantin and King دنہ‎ ARD ۱ 
vout King Oshin wished to honour me, the worthless one, with à gift, and I, refusing all thing 
expressed the wish to possess a book of Gospels, And on the King's orders I entered the p ace 
sury where the holy books were kept, and when I saw them my heart rejoiced at this book, whie 
written in a beautiful cursive hand and adorned with many-coloured pictures, but which wa 
complete in its illustration, with some pictures merely outlined, and still more entirely اسان‎ 
take the manuscript I did, with great joy, and started (0 search for a skilful artist, and found a d 
clergyman Sargis, called Pidzak, who was experienced in art. And I gave him 1300 drachma 
righteous earnings, and he undertook to complete the unfinished pictures and decorate the 
gilding, which he did with great skill and care, and I, having received the completed ma 
rejoiced in my heart. And all this came to pass in the year 769 [1320] by the Armenian 
time of trouble, evil and misfortunes of which I find it unnecessary to write...” 
Each of the eight illuminators of the manuscript possesses a clearly definable manner, ፤ 
their respective contributions are easy to identify, Six of the eight masters took part in the origina 
mination of the Gospels, The artist who worked on the first fascicle of the book stands out a 
them as the most talented, His miniatures are somewhat larger in size than the rest in the boc 
pictorial treatment is characterized by a dramatic intensity and dynamism, the gestures are ex 
sive, and the postures varied and natural. The faces convey the different moods and feeling 
characters: sorrow and suffering, doubt and joy, pride and submission. 
The painters who decorated the manuscript with a series of smaller miniatures fol 
tine antecedents in the figural representation and compositional arrangement of the scenes, 
small-scale figures in their miniatures are exquisitely outlined against the clear background: 
page. The spaces between the figures are only occasionally filled with details of the setting = 
buildings or plants, 
The work of this group of miniaturists coincided with the final stage of the Golden / 
an art, which came to an abrupt end in the early fourteenth century. Fourteenth-century € 
painters abandoned the traditions of the preceding century; their works have very 8 
with either the classical art of Toros Roslin or with the dynamic style of the last two d 
thirteenth century. Both in iconography and in the manner of painting the artists of then 
tion relied more upon the traditions of Oriental art. 
This drastic change in Cilician book painting coincided with dramatic ከህገ 
political and social life of the country. Cilicia, weakened as it was by internal strife, € 
up to the devastating raids by the Egyptian Mamelukes, which inflicted etra a 
the state and eventually caused its fall at the end of the fourteenth century. 
The final stage in the development of Cilician art is best represented in the creative a 
the master mentioned earlier, Sargis Pidzak. He was undoubtedly an outstanding ون‎ 
his manner may seem somewhat cold, He was immune to innovations introduced by 8 
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followers: his scenes contain no architectural or landscape elements; the figures are represented 
against a gold background adorned with ornamental motifs, The treatment of figures, although not 
utterly devoid of optical effect, still bears no evidence ofa deliberate attempt to render volume, spa- 
tial depth or natural movement. The gestures are schematic and unexpressive, and in the rendering 
of faces the artist uses outline drawing side by side with the more advanced technique of colour mod- 
elling. The contours of his figures lack volume and plasticity, and the forms acquire a certain rigidi- 
ty; his palette does not include the traditional lilac, violet and pale green hues and is mainly based 
` on the combination of bright red with blue and greyish-brown, with an ample use of gold. 

Despite all these apparent limitations and despite his having broken away from the local tradi- 
tions, Sargis Pidzak remains a remarkable and extremely competent artist. His miniatures are dis- 
ünguished by a unique decorativeness, which betrays the influence of Eastern Christian art. This 
probably is the reason for Pidzak's popularity during the later stage of the development of Armenian 
book painting. An extremely prolific master (32 of his manuscripts survive),?? Sargis Pidzak was 
held in great esteem by Vaspurakan miniaturists of the fifteenth and sixteenth centuries, who were 
undoubtedly attracted by the decorativeness of his works and by his artistic manner, which held a 
stronger appeal for folk artists than the refined and elaborate style of classical Cilician art of the thir- 
teenth century. His work is illustrated in this edition by two miniatures from the 1336 Gospels 
(Ms. 5786, Pls. 151, 152). 

Sargis Pidzak was the last prominent figure in Cilician book painting. In 1375 Sis, the capital of 
Cilicia, fell to the armies of the Sultan of Egypt, which meant the end of Cilician Armenia and, con- 
sequently, the end of Cilician Armenian culture. 

Cilician book painting, particularly that of the thirteenth century, made a magnificent contri- 
bution both to Armenian art and to medieval art in general. The significance of the Cilician minia- 
ture in terms of its international impact lies in the great artistic skill attained and perfected by sever- 
al successive generations of Cilician masters, and in the highly original stylistic tendencies which in 
many ways anticipated Byzantine art of the Palaeologan period and made the Cilician school one of 
the most advanced schools in the art of Eastern Christendom during the thirteenth century. 
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Among the numerous surviving manuscripts in the Matenadaran collection there are quite. 
few which were produced outside Armenia by refugees who were forced to leave their homela 
one time or another in search of safety and peace. Armenian settlements or colonies appe: red i 
Greece, Italy, Russia, Persia, Roumania, Poland, Bulgaria, India, Egypt and other countries. Dy | 
ing certain historical periods these colonies assumed a leading role in the development of Arme: 5 
art and culture, which, although always faithful to national traditions, was at the same time in Cor 
stant interaction with its new surroundings. 

One of the largest Armenian settlements was in the Crimea. It reached the peak of its pre en 
ty in the fourteenth and fifteenth centuries, when the Crimea was one of the principal centres o in 
ternational trade, and its main city, Capha (now Theodosia), an important sea-port. At that tim: 
the Crimea was a peculiar conglomeration of various nationalities and national cultures. By the end 
of the fourteenth century Armenians made up two thirds of the population of Capha. Numerous ar 
chitectural monuments in the Crimea, many of which have survived to this day, are of Armenia 


origin. Apart from their contribution to architecture and building technique, Armenian settlers ፪፪ 
the Crimea also left their mark on the art of book painting. Armenian scriptoria in the Crimea pre 
duced illuminated manuscripts as they did in Armenia proper. Today the Matenadaran collectos 
contains over three hundred manuscripts produced in the Crimea. | 
The art of the Armenian settlers in the Crimea absorbed the traditions of various natio al 
schools and trends, among which the most influential were those represented by the Greek and Ita 
ian colonists. ۱ 
The art of book painting in the Crimea, as was the case with all the other arts, was at first rati 
eclectic, but in the course of time it managed to acquire certain specific features. One such سم‎ 
was the combination of two essentially different methods, graphic and painterly, within one manm 
script, the full-colour historiated miniatures being accompanied by purely graphic ornaments done 
in one or two colours with only some light tinting. The saturated colours are applied in thick layer 3 
the principal combinations are of quiet dark-blue and violet, while red, yellow and gold are only و‎ E: 
casionally used. These traits are clearly distinguished in the art of Avetis, Arakel, Kirakos, Stepa nos 
and other masters, with their impasto technique, bold sweeping brushwork, a tendency towards 
generalization of forms, and a minute and detailed treatment of figures and faces. 1 
Some of the Crimean/Armenian manuscripts are characterized by a style typical of Byzantine 


miniature painting of the Palaeologan period, known as the "Byzantine Renaissance". Such is the 
1332 Gospels (Ms. 7664, Pls. 153, 1 54) produced in the town of Surkhat (now called Stary Krym) x 
The miniatures in the manuscript are by two different artists, one of whom was probably the scrib 
Grigor Sukiasants, The treatment of miniatures is bold and unrestrained, betraying the artists’ at 
tempt to render space and volume; the figures are presented in varied and dynamic postures, and 
the extraordinary liveliness and animation of certain scenes (e.g. Christ Driving the Traders fr m 
the Temple, The Passion of Christ and episodes from the life of St. John) produce an effect reminis- 
cent of genre painting. The elongated oval faces of the characters, the delicate shading, the colour- 
ing based on combinations of pale, soft hues, the greenish shadows — these features of the Crimean 
school are more typical of Byzantine or Southern Slav art of the early fourteenth century than of مه‎ 
menian miniatures of that time. The blank background against which the scenes are reg regcm 
gives the miniatures a particular vividness and distinctness of outline; and each picture produce 
the impression of a diminutive easel painting, : 
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Towards the end of the fourteenth century, when Cilician Armenia was nearing its fall (1375) 
ind when many Cilicians fled the country and settled, among other places, in the Crimea, certain 
traits of Cilician art began to penetrate into the Crimean/Armenian school of book painting. The 
samples of Cilician art which had been brought over by the refugees from Cilicia included the Gos- 
pels of Constable Smbat (Ms. 7644), the "Gospels by Eight Masters" (Ms.7651), a manuscript 
illuminated by Sargis Pidzak, and several other books. 

It is of interest that the Crimean artists, when studying Cilician manuscripts, added some 
niniatures of their own. Thus, the Gospels of Smbat were supplied with a menological cycle 
(Pls. 161,162), while another Cilician Gospel manuscript (Ms. 7690) was provided with portraits of 
the Evangelists. 

Apart from the Cilician influence, the Crimean miniature shows some influence of contempo- 
ry Italian art; it is felt, for instance, in the work of a late fourteenth-century painter, Hovhannes, 
whose miniatures betray an attempt to apply the more advanced chiaroscuro method to the render- 
ing of space and volume, instead of the conventional technique based on the contrast of colours. 
Only a small number of manuscripts produced or illustrated by Armenian masters in Italy 
have survived, and those that have found their way into the Matenadaran collection represent dif- 
ferent periods and different art centres. The earliest Armenian settlements appeared in Italy in the 
twelfth and thirteenth centuries, following an agreement between Cilician and Italian traders which 
authorized Cilician merchants to open their offices and shops in Italy, and vice versa. Italy became 
a second homeland for many refugees from Armenia proper who often arrived there via Cilicia. Like 
everywhere else, Armenian settlers in Italy built houses and churches, and, along with other objects 
of art and culture, produced illuminated manuscripts. | 
The earliest and the most remarkable of these manuscripts is a lavishly illuminated fragment of 
the Bible (Ms. 2705, Pls. 158,159) which was produced in Bologna, apparently in the late thirteenth 
century. Judging by the style of the miniatures, they are by an artist who studied under a Byzantine 
master — one of those who, at the fall of Constantinople to the Crusaders in 1204, emigrated to differ- 
ent countries. For almost a century, they played a considerable role in the artistic life of Italy. 

The miniatures in the Bologna Bible are distinguished by perfect artistic taste, by a soft and 
varied colouring, by a delicate modelling of forms, and, finally, by a skilful balance of composition. 
In so far as the choice of subjects is concerned, the artist was apparently influenced by Western 
European art, which can account for some motifs hitherto unknown to Armenian miniature as, for 
example, the Apocalypse cycle (P1. 158). 

The miniatures in the fourteenth-century Perugia Gospel (Ms. 7628, Pl. 164) owe much to Lat- 
in illuminated manuscripts. Thus, portraits of the Evangelists form the headpieces of the corre- 
sponding Gospels, and the initials are painted over an even-coloured background. At the same time 
the miniatures possess certain characteristics of Armenian painting which are apparent in the typi- 
cal stylization of forms and in the predominance of the linear approach to the treatment of details. 
From the fifteenth century onwards more and more Armenians were converted to Catholicism, 
but in spite of this they continued to maintain their national identity. Indeed, it was during this peri- 
od that many Armenian communities in Italy increased their cultural activities. Characteristically, 
the first Armenian printed book appeared in Venice (1512), Two centuries later, an Armenian mon- 
astery was founded on one of the islands near Venice, which received the status of a congregation. 
This congregation, with its rich library, repository of manuscripts, museum and printing-house, 
still exists today as a residue of Armenian culture on Italian soil. 

| Quite a few illuminated manuscripts were produced by Armenian settlers in Iran, particularly 
in those regions which had previously formed part of the Armenian Kingdom. Miniature painters 















who worked there were of necessity under a strong influence of Persian art, Mkhitar Anetsi, a four 
teenth-century calligrapher and miniaturist, is a case in point. 

As for Armenian colonies in other countries, the art of book painting which developed ther 
later depended to a large extent on the thirteenth- and fourteenth-century manuscripts produci di 
Armenian colonies abroad and in Armenia proper. They served as models for many generations, 
miniaturists. Illustrations from these manuscripts were copied and emulated, and even the copi 
themselves were sometimes used as models for imitation, Nowadays these manuscripts still impres 
us by their superb artistic quality, by the variety of subjects, by the splendour of ornamentation 4 nc 
above all, by a surprising brilliancy of colour which has withstood the ravages of time, 4 


Armenian book painting of the thirteenth and fourteenth centuries, with its numerous trene 
and schools, reflected the stormy epoch of war, political controversy and social conflict. 

The end of the historical Middle Ages marked the final decline of medieval miniature art v hick 
despite occasional recessions had flourished in Armenia up to the turn of the fourteenth century, Ii 
decline was primarily caused by the unfavourable historical conditions, but it was also pr od «tei | 

የ፲ 


mined by the natural development of art and culture: with the invention of printing, illum: natior 
ceded its place to graphic art, while fresco and book painting were gradually overshadowed Jy ease 


painting. 1 | 4 
Nevertheless, the history of world art proves that true artistic values never disappear witho 
a trace. The Armenian miniature has entered the world art treasury as one of its most precious 


gems whose facets reflect the high aesthetic ideals of the epoch and their brilliant realization تا‎ 
great masters. 
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NOTES 


! V. Briusov, Armenian Poetry (in Russian), Yerevan, 1966, p. 27. 


















1 Rectangular stone slabs of various sizes with carved ornamental crosses, Khatchkars were erected both as isolated 
monuments and as gravestones and memorials in churchyards and monasteries; sometimes they were also built into the 
alls of churches. 

٥ ا‎ Khatchikian, "Gladsor University and Graduation Speeches of [ts Students", Papers of Yerevan University (im Ar- 
yenian), XXII, Yerevan, 1946. 

* L. Dournovo, Exsays on Pictorial Art in Medieval Armenia (in Russian), Moscow, 1979, p.244. 

3 A. Yakobson, “Artistic Connections of Muscovite Russia with Transcaucasia and the Middle East in the Sixteenth 
Dentury , in: Relies of the Moscow Kremlin (in Russian), Moscow, 1971. 

* Marginal miniatures, or marginals, were usually placed at the beginning of each chapter; sometimes they contained 
فا‎ ornamental chapter number. 

7 An architectural term denoting the interior of a building with a vaulted ceiling. The term was borrowed for denoting 
ic arch-shaped design traditionally used in the illumination of the Canon tables. The latter were compiled in the fourth cen- 
iry by Eusebius, Bishop of Caesarea, to correlate with the numbered chapters of the four Gospels. 

* S. Der Nersessian, “An Armenian Lectionary of the Fourteenth Century", Byzantine and Armenian Studies, Louvain, 
973. p.653; B. Narkiss, Armenian Art Treasures of Jerusalem, Jerusalem, 1979, p. 78. 

° A note, usually placed at the end of a book, giving details of its origin, viz. the names of the scribe, the illuminator, the 
rson who commissioned the manuscript, the place and date of production. Successive owners of the book often added colo- 
ons of their own. 

* L. Khatchikian, Colophon: in Fourteenth-century Armenian Manuscripts (in Armenian), Yerevan, 1950, p. 305. 

1 L.Dournovo, A Concise History of Old Armenian Painting (in Russian), Yerevan, 1957, p.30. 

٤٤ G.Ovscpian, Studies in the History of Armenian Art and Culture (in Armenian), Part I, Jerusalem, 1933, p. 26. 

7 L.Khatchikian, Colophons in Fourteenth-century Armenian Manuscripts, p.587. 

14 After the capture of Constantinople by the Crusaders in 1204 the fallen Byzantine Empire broke up into three sepa- 
te Greek states: the Nicaea and Trebisond Empires and the Despotate of Epiros. The art of Nicaea, with its emphasis on 
. onal and patriotic feelings, was based on Hellenistic traditions. It was in Nicaea that the foundations of the coming By- 
anune Renaissance of the Palaeologan period (late thirteenth and early fourteenth centuries) were laid. Byzantine art of the 
alacologan period (the “Third Golden Age" of Byzantium) was characterized by the revival of the Hellenistic style which 
anifested itself in the deliberately emphasized pictorial character of representation, in the optical treatment of figures and 


jects, in the accent on movements and gestures. These features were, however, borrowed from ancient art rather than 
) S, Der Nersessian, Aght'amar, Cambridge, 1965, p.23. 
15 L. Dournovo, A Concise History of Old Armenian Painting, p.43. 
17 Ibid., p.31. 
۱١ 5, Zhebelev, The Canonical and Apocryphal Gospels (in Russian), Petrograd, 1919, p.84. 
The 1249 Gospels must have also contained khorans, later lost, 
™ Both scenes are included in another manuscript known to have belonged to Bishop Hovhannes (now in the Freer 
allery of Art, USA). 
—. 2 The tithe was suggested by Rouben Drampian. Sce R. Drampian, "Studies in the History of the Armenian Miniature 
f the Thirteenth and Fourteenth Centuries”, Annals of the Academy of Sciences of Armenia (in Russian), 5, 1948. 
2 Apart from Armenian manuscripts the Cilician scriptoria and private libraries also contained foreign, especially 
Teek, books. The twelfth-century Gospels from the Biblioteca Medicea Laurenziana in Florence is a case in point. Accord- 
g to S. Der Nersessian, the book is provided with Armenian page numbers, which indicates that at one time or another the 
nanuscript was in Armenian hands, 

# V.Kazarian, Sargis Pidzak (in Armenian), Yerevan, 1979, p.4. 
* A stylistically similar manuscript is to be found in the Mekhitarist Library in Vienna. 
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uh fiin ۹۹۱۱150 wnfudnw ከበ ph 767 
متام‎ 9.6 ۱1110050 ከ ኮከ qh- 
1001111511111٨6 nGh 001110111 ( ۃ٠‎ 
[0٥1005٥0۰ ህህከ0ኮ9 wnwe hnpnuGnu L 
0151101011 sup, 6 ۸٢٢٢/٢/٢٢ ٢٢٢٢٢ 
LU 000000000 suhtpp: 18-ኮ nunh 
Ybubg ujumds ۱۱11۱٧۷٠6 qumudGuUupíudjud 
qunnupwlipGtnn nundmd ከበ ۱۷۱۷۵۸۱۱۱ nju 
nı 2plin, wbpmdwywd fiplduywe Giyupur- 
aunhg pugh upuwlpunul ከበ Gul ከከ'ኮካኮ- 
yuyu hpunupántgen hp, win whuu- 
00۷60500 امد‎ ከበ ۷۷۳۷۸۵۵۵ ኮከኮኮከ- 
ph 021 0۵0140111 ارس‎ 67 
upupnu Yuu Ynnpha, ካኮኮ Iuunpudñuu- 
በኮ YGpwptipmu t ی‎ Rugh nnw- 
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11۱۱۱1۱0, wutnGun nunpàuq Uhihurwa Run- 
008 10911010) 171101146 ۳91 
00 ناریا 800ھ‎ nup ۷۷۴ 
howl ٢٢۱٣٢۷ E quit, 
h  untn5ugnpnóngopuG utg: 13-01 

nunh UhihljuG wpybunp (uf&Ghg unus 
1511/۱٣: (۱۱) Wunmgqubpühph 00005۴ ( 
fiin ۱10590۱8 npngwyh ماس اس و سس‎ 
101101008 60001506, hn ٧٧٨٧٧40٠6 
وتالا‎ pGnfiuiGnip windup, Ahoulyp muhu ۴ 
nh uuGuhuh onhGuu, npp GowGulpuihg 
bnn nwunphnynu E 18-ኮ nunh ካኮ፲[ኮቫ- 
puG ábinugnbnni whpuujbunn n6hg: Yw- 
unupüu hugni ywputunyemiG, pnGnfiui- 
(min qunnwGuunyuwuwa-nkuynnunnhyd — 2ph- 
Tom 一 whu Uwnghu “hšuth umkndu- 
۹111011110110 11414151 nidàn unnutnn: 

HUhlhurwa 13-mm مسب‎ qutmuúuudbhntupmi- 
በኮ ny shut fiw, uipukumnh puquununpnuG 
راهطا مایت‎ ቪፒ»ኮኮኮፀ 6باتال‎ 
E, ug wyGwunnt hkpunup wupnng uhyGu- 
10011016 uunnkGudiuG ٧٧ سه‎ 
uh»: 

6٨ qunpuduupkpnh dupuiGlgup-‏ ساباسپارساے 
»mpiniüp, Gy. 27, 82—86, 158—164. Uwz-‏ 
ungh wywi UuqsnküumupuGnuú wwf-‏ 
unn  fiujluluG  àknuqphph uh npn‏ 
Uwup  pünophGuugjli Uu KGuupuqunmuui‏ 
quimnjogui[uGbpnnul: ከንከ፤ህዚቢኮከ፤ካዛ‏ اسباسېارېسع t‏ 
ህኮዛቦቫካኳ ounup. Gyweny inh vw-‏ ریت ماما 
fiuuuimmin — 90 9. fur‏ 
٨٧٨ 111111511111 56‏ 000111171111011 د 
- 11 مورا 80111501 E‏ 011101011111 
my 05٧100) 100151191 wywi qu-‏ 
ከቦ 1۱ ۲۱۱۱۵۵۱۱‏ 10111114111151 
Puwuwlhumui， Pbpwuümd, 0,‏ 
Pnynwphumu,‏ ,111 ,11111111 
:1 فا )مایم تیا ٧111101۱111۱١1٩‏ 

ugy Uu 82000001) qun-‏ سرا یاه 
ه0 pwywiptphg vkyp ከከ፤ k Anhun:‏ 
اس pp wudpujü, ኮኮ punqunpuuuüp‏ 
14—15-nn muphbpnu: Anhuh 9۳900‏ 
ترس ቦሠኮጻኮ‏ سراسامواسميزو t‏ لاسما 


ywdopGbphG muhu kG nnneuiljh ۷۶٢3 
huy سروس‎ ዝከኮህቦህከህ፤ዘበክበከከከበ' دنا لأسا‎ 
۱٣1011017160 GnuGg نف‎ ١0 
uth 66 حرف سا وتا با‎ 7+ ٢٢٢٢٢" 
ju 050000100015116 7 G2uumuwgh 
upuulj&nlhjni um nmunuemiGG ኮኮ uutkGu- 
00 u lhuiljuanup 1 21:76 
t quit, ቅክኮክህ fmnuhah ክኔ hut UhihU- 
uG, ul wnfiuuwpwuly በበ ሀዚዚበክዚ(01ክህክ- 
yuyu ሠኮቫከኳህህካከ puquunupnpnaG لا‎ ۱۱۱۱۱ 
yw wm 0 6 qinuGuyunsh, uutn- 
۲۱۲۱۲۱۱۱۲۱۵۱۱۸۸۲ 5 

bet 13-011 mumh 50-02-11٨6 pp. dwf- 
پات تیان تساج‎ wpykunp مارا‎ duant- 
Guyu — glinulwpsnugepu — ujpuudnuut 
dh» Gouruidnpnud L Gnu nuuulwuG 164 
wyw 80—90-uyuG pp. نيس‎ RUuUnun E 
(inp 中 mL Ypkiny upnhG qquuh 71 - 
(00151: Un wwphGtph wpybuunp fiuünh- 
uuguy f^nnnu  fhnuphüh unfulinnujeGtph 
upnuuupüulwut 17 

uauuuluwa G2uupwwghnipwli ከከኸከ0በፀ yh- 
pupununniuG dis fpwaip hkpphuG wyth w- 
nus GG 09011111  fhmujhühg ከ npn? suthny 
ከ[ህከበበክ11 inu wnuhumhG Ghpfiuumml ዛከ- 
uginn سور‎ 2wuywa WwuatnüGbnp: Inu- 
1[ኮሀከ غا‎ Gnu wGudhewluG በህባህክኮካበከኮኮ wp- 
UGunh 11610111 fiunfuuumpwyennyeywii nı 
quup[wuóniepuGp 11011001015111 上 4٨ 
1111141117 ۳۸۸۰۲ Uu g<undnifinyeywudp 7۰- 
145 ٥ہم‎ 11 

14-11 n. 01100101101511 fiudwp — 167 
qnuluG E guum wunnufuynduö ۳ 
Yiu 81111011100, npn 1100101111 L تا‎ 
ujuunubpuiqpnnuptu G U jk یراتس‎ 
ndwywi wnwGdéGwfiwulniyeyniiGaph yu: 
UhipyjwG uunkûuyuû اسم اسما‎ 
um Yupik 2ngumupàp ዘሠጩሀከቦዛሠዛ 1 
PunupuluG u fiwuwupululuü 10 
nnwyuunhuy hpunupángemiGGbphü: 1-۷ 
nunh uugphG upywd udunutnhpuyuG ۰ 
د٨‎ ዞ]ካ1በበክኮኮ uh Unnuhg, tqhunnuluG 
UuunıyGknh wyknhy up2uajuiGpGtipn ۴ 





















(ሀ. عا جسمسسرسےٰ‎ pole = ጩክ 
ناسا‎ wquin punwpGkph Spek کسووسوې‎ m 
Ghgm wiwhuwlwG ukpa yungiph: 

Pinujwlwe qur pudwumnbnm ከባትያጠጩ 
fimjywlwG سوه = جوسای‎ 
سانا‎ Gp Glyn; 6اسارصباہ‎ ps 
uly itin: hmuGghg Vulp (UunntGun 
እፅ 2705, XIII n.) Ghplpupugduib کس‎ m 
pnúmú: P ning, ورس‎ Abmughpp mai 
لاسام تادر‎ L “phú عا‎ መጻ Gam 
Uw pu yup Gap: 

Puqdudupy 上 lk] سهامسام‎ 
yuk ከ(ሀ UnuaGpnd ኒኮ ህመ د‎ 1 
qunpunlugp: PunhulpuG L wui, ap ብ 
fknuppppm قدص تسا تسس‎ dh- 
ارس‎ Omnm-Puuqwupmü (UmqpaGhku p 
ph inu) سامصس7ډت‎ kG bpm سه ماس سح‎ 
مطانارم سېا سېاسل‎ Dajuaqp 下 "dr a 
659ኮ6፡ Upk wnughün fhdüuipuünri m mi- 
qnht عا‎ QhihunuG  wpitannh unhaGaGkep, 
وال سرت‎ ypu GUunntah E + pa- 
yw مات‎ wugnbkgnuemip: 

10:01 چو 13-14 امرس‎ qu- 
ኮኳኮኮ تاجسسف اسر مس باناسمناسل‎ wya = 
Guplp, G2kGp, mp n6bnh طج5مدربہ دہ عا‎ 
wi puquuquiGnremip, np ی‎ 
pipt fwy qupujtuGhpp, k qipiy 
nt ةسئس٥تاہ ا پا — جس‎ 
ونام‎ mwudpuonəuGh fu 
nupuiluü n U2wynipuyhG وه‎ nt 
PPnpnulnuG,  hnphuG Guil 5 
winupwpnéliph upwiugninulp: Up Pu, w 
YuyG, wm باسرنسصەرمتۃ‎ 65 n 
ناسباسة‎ YwGph pGpugpmd dhow t CK 
በህበቨበዚበክክ10. '[ኮ80ኮ ñu يسيس‎ 
intndwuqnndwpun ınınugGtınd c 
۸۸۲۷۶7 0۹111۱10615, 7 quu 
056 m wpybunh GyweéndGtpp, — 
Upu, ph filinui[np. qunjunjugnlpnu£ w 
nt finqhfiuunuuquin ከበ UGwgh 890 wae 
ዓ5ኳሠጩበሂሠ ኒካ ባ5ቦሠበ unjhuGnnupGunhG: 





SUMMARY IN ARMENIAN 


pho, UGh-Chpulhg, hozwbu Gul رہ جال جیا‎ 
inu puquunpmpwd wiüunidho ftinn qun- 
pud በህ] pGuillynupjuiG qulgywdGtppg: Up, 
yuiplnn fuiGquidfwpü عا‎ ህሠ፤ህሠዐፀሠዛካኮክህ 
ጊኮኮሀክ(ቭ uwtbinbuwb u بان‎ Gl تسا با سا رم‎ wp- 
ዛ5ህህኮ pümpep' pGuol|uuipñhu <ህበሠጩህህሠ|ጩቦርኮ 
عا‎ UhihlunaG wuwuünGbnh fibwwppphn qn- 
:ملس ۸ہو‎ UubpwugübGp Gub, np qnhuwfiw- 
۱۳۱۳۵۱ dliyniuuigub ነህ0ህ9ፀ ክህሠኮህጩዐ dyn- 
۱۱۱۱۵۱۵۵۵ Ugwympuypi — wunGswlygnipgmi&- 
85ኮኮ9፡ وقتامط‎ GujuwuhnnuemiGGEnhG fiw- 
(ክዚህ ‹ህህህከበህበ, GnwuGp uwbnówgnpówpun 
mpugimnd  EhG በህበ]በለቫህዛ5ህ finuGkph U 
6ከርክዛሠበዐኮ05ኮኮ ህሠኮዛ5ህህኮ GnpnipimGGbpG n 
wnutGáhG 00161۱0500, 1110116 رتست‎ 
Guy’ ynjuunupdupuin و( باسم م00‎ ካሠኮ5- 
0511) mphoGbphG fw ugwlnyph ApG m 
flupmun :5166س لابن‎ 

Gunniph UzulyntewyhG qyuwinn — uhGu- 
6008 ካህጩቅህ (ህበ! Pinnnufpu) عا‎ Unin- 
up (vigo جرسصتا‎ ካኮኮሀ) punwpGknG :ا‎ 
111 110417۱1171 Ghwpwqupnilws و وس تاه‎ 
uph 上 6۸باقم‎ ٥ 1332 p. (U'unnkGumunuG, 
Ni 7664) 1500001000: uYwnhyp uuGwwpnu- 
Hnuu dulne t baby 二 wulhninqywG yh- 
pudGGnh fingupduGGbpha u Ypk t uin n- 
Gh 7 ۱۸۹158۱۱0111۱00, 6 
6۳۱۱۴۸۲۱۴۷ wyG fiv ህህበቤበክበህህህበ qhnuij- 
(GMwup»nuepu pünpn2 filu hoGbpnh6: U.- 
nuGáGwlyh fibunuppppnnippm ከበ በከኮቫህ- 
1۸801111 011111711  م‎ ۲1 upuwunwuüpütpnp 
خر‎ ነዎ re qm Ni 7408 (1356 p.) 

p.): uu, uunkhmbujiqnnbuitiu(i‏ 1360( 7741 ا 
fiudumpnul‏ توملا ኮኮ WEFUwwmwUwG‏ 
L ካኮ[ኮካሠበ u pnıû Zupuuunuüh — Ubpupup-‏ 
(nimy Gul wpuupn-‏ ام bup‏ 
MG ۱11171 1‏ 

راب بارس قرا ٧٧٢١١ ١81!‏ ترس رتم 
Uu በከበ wwwdnppü m-‏ و ورس زسص‌سو 
ህኮነኮካ-‏ 86 ع1۱0٠‏ متسبساك Gh: pup‏ 
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THE ENTRY INTO JERUSALEM, , 2522‏ «و 


Miniatures incorporated into the text are rarely found in Ag 
menian manuscripts before the thirteenth century. The car 
liest example in the Matenadaran is a Gospel manuscript dat 
ing from the late tenth or early eleventh century (Ms, 0 
In the centre of the composition, instead of the usual solit f 
tree, the artist placed two. Other characteristics deserving 8 
special attention which go back to earlier iconographic mod: 
els concern the treatment of the image of Christ depicted wit 
a short beard, the types and postures of the Apostles, and tf 
representation of Jerusalem. 


3,4 


THE GOSPELS (Ms. 10359) 


1201, Avagvank monastery ncar town of Yerzynka "3 
Written by Stepanos; portraits of the Évangelists added i 
1250 by Hovhannes (name of original illuminator unknown 
Parchment, 30.5 x 21 cm, 3106 | 
Ornate cross, khorans (see p.33, note 7), portraits of the 
Evangelists, first pages, marginals, initials 


3* CROSS, ۷ 


Representations of crosses raised on an ornamental base am 
decorated with floral motifs or with interlaced bands are ust 
ally found in the margins of Armenian manuscripts, full-pa | 
crosses occurring only in the earliest known books (ninth and 
tenth centuries). Such crosses form a prominent feature ol the 
art of Eastern Christendom, especially of Syrian art. | 
In many cases the ornamental and compositional treatment ol 
the crosses is evocative of Armenian khatchkars (see p.33, 
note 2). 


4 FIRST PAGE OF THE GOSPEL 
OF ST. MATTHEW, f. 11 


The free compositional arrangement of the headpiece is rare 
for an early thirteenth-century manuscript. It shows that the 
artist was seeking new forms in the ornamentation of title 
pages. The patterns in the decor of the headpiece go back to 
the ancient ornamental art of Asia Minor, although the 3 ge 
initial incorporating a face representing St. Matthew ۶ dem 
nitely original. 


m 
a 
سا‎ 


! The miniatures marked by an asterisk are published here for the 
first time. 
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HOMILIARIUM (Ms. 7729, known as the Mush Homiliari- 
um, as it once belonged to the Arakelots monastery in the 
town of Mush) 


1202, Avagvank monastery near town of Yerzynka! 

Written by Vardan, illuminated by Stepanos 

Parchment, 70.5 x 55cm, 60317. 

Title-page, 4 full-page historiated miniatures, portrait of the 
owner, headpieces, marginals 

The Mush Homiliarium is remarkable for its unique size: it is 
the largest known Armenian manuscript. Its present weight 
(without the missing binding and several folios) is 27.5kg. 
The history of the manuscript is of considerable interest. In 
the year it was completed a Seljuk army invaded Armenia and 
ravaged the town of Baberd. The manuscript which was there 
at the time of the invasion came into the possession of a Turk- 
ish judge. Two years later the judge put it on sale for 5,000 
silver coins. To purchase the Homiliarium the monks from 
Mush collected donations for a whole year; in 1205 they final- 
ly amassed the necessary sum and bought the manuscript. It 
was transferred to Mush and placed in the library of the 
Arakelots monastery. In the nineteenth century the manu- 
script was divided into two parts for the sake of convenience 
and each part was bound separately. During World War I 
both parts of the manuscript, minus the bindings and several 
folios, were transferred independently of each other to 
Echmiadzin. | 


| TITLE-PAGE, ር2 


'This is the only title-page in the manuscript. Its decor is evoc- 
ative of the traditional arch-shaped ornamentation of the 
Canon tables, but the right-hand column is replaced by a 
large decorative initial. The name of the illuminator, Stepa- 
nos, is inscribed on the left-hand part of the page. It is tradi- 
tionally assumed that the manuscript was illuminated by 
three artists, though the names of two of them remain un- 
known. The decor mainly consists of interlacing patterns 
which incorporate the figures of both naturalistic and fantas- 
tic birds and animals inspired by ancient symbolism and hea- 
then totems. 


| [n each entry, only the place where the manuscript was illuminated 


is given, 
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First page of the Gospel of St. Matthew, f, 11 
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THE GOSPELS (Ms. 2743, known as the T zmantch 
Gospels, after the monastery where it was kept fora onsi 
able period of time) | 


1232, place of production unknown 
Written by Tiranu, illuminated by Grigor 
Parchment, 30 x 26cm, 3756. 

Khorans, portraits of the Evangelists. first pages, 7 fuif 
historiated miniatures, marginals, , 415 | 


7 LETTER OF EUSEBIUS TO CARPIANUS. £2 


The headpiece of the khoran contains a half-length port 
Carpianus (on another folio, there is a similar porma 
Eusebius). According to S. Der Nersessian, such Dor 
placed inside medallions are “a typically Armenian fe 
which does not occur in Byzantine or other East Chri 
manuscripts" (S. Der Nersessian, Armenian Manuscripts; W. 
ington, 1963, p.20). The ornamental design is dermed 
eleventh- and twelfth-century models. | 


8 THE ANNUNCIATION, f.188« 


The highly expressive character of Grisor's miniatur 
mainly due to their original colouring. The artist uses ë 
nations of deep, dark, sometimes shimmering shades. Th 
tensity of colour gives a dramatic quality to the Gospel së 
This also applies to Grigor's interpretation of The Annu 
uon, usually treated as a happy and joyous scene: apart 
the colouring, the dramatic effect of the miniature is ke 
ened by the expression of anxiety on the faces of Marya 
archangel. | 


9 THE ASSUMPTION OF THE VIRGIN, £294 | 


The miniature is characterized by the grandeur of ስሮ ር | 
cal composition in which the general setting is reminiscen 
church interior. The overall solemnity of the scene is als 
in the postures of Christ and the Apostles and in the si 
symmetrical arrangement of the figures. 


10 THE DESCENT INTO LI MBO, [. 184 


The intrinsic dramatism of the episode is further enhane 
Grigor's interpretation by the dark blue of the abyss, bi 
hazardous conglomeration of rocks in the background al 

nally, by the dynamic intensity of the entire compas 
based on intercrossing diagonal planes. 
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THE GOSPELS (Ms. 4509) 


1217, Airivank monastery near Garni 

Vellum, 29 x 23cm, 317 

Written by Abel, illuminated by Sargis Pidzak 

Khorans, portraits of the Evangelists (two of the four are miss- 
ing), first pages, marginals. initials 


3* KHORAN, £1 


The treatment of the khoran is somewhat unusual. The space 
within the framework, instead of containing the text of the let- 
ter of Eusebius or the Canon tables, is filled with an ornamen- 
tal pattern of crescent-shaped, pointed and swirling leaves. 
The pattern is similar to those used in the Mush Homiliarium 
and in the 1201 Gospels and is also evocative of the wall reliefs 
in the monastery of Airivank where the manuscript was pro- 


duced. 


6 
LECTIONARY (Ms. 4519) 


1362, town of Yerzynka 

Written (and possibly illuminated) by Sargis 
Vellum, 35 x 24 cm, 429 ff. 

Title-pages, numerous marginal miniatures, initials 


6" DANIEL'S VISION. f 67v 


Illustrations to the vision stories first appeared in Armenian 
miniature painting towards the end of the thirteenth century 
and later became a traditional part of the Gospel cycle. In 
their treatment of these subjects the artists, although mainly 
relying upon the iconographic canon, sometimes offered their 
own interpretation. The artist imitated the models which 
were in wide use at the time in Armenian book illumination. 
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6 Daniel's Vision. f. 67v 
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1) The Descent into Limbo, f. 184 
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|| 
THE BIBLE (Ms. 6230) 


Written in Cilicia by Martiros, 1314; illuminated in Gladsor 
by Avag, 1356—58 

Parchment, 36 x 25cm, 1. 

Khorans, portraits of the Evangelists (two of the four are miss- 
ing), title-pages, 7 full-page historiated miniatures, mar- 
ginals, initials 


14 THE NATIVITY, £.399v 

The enlarged version of the scene represented in the miniature 
includes the motifs of The Annunciation to the Shepherds, of 
The Adoration of the Magi and of The Bathing of the Child. 
The portraits of the donor and his wife are skilfully incor- 
porated into the composition. Their faces were apparently 
painted with a view to achieving a likeness. The meticulously 
depicted costumes of the donors present considerable 
ethnographic interest. 


1 
THE GOSPELS [Ms 1519) 


Parisera: £? X Ban 2908 
Fus: pares. marginals, initials 


1 FIRST PAGE OF THE GOSPEL OF ST. MARK, 9 


the manuscript pt does not contain any historiated‏ تم نل 
sal] possesses great artistic value duc to its or-‏ × تسس 


12. 13 


after the village of Hachbat where it was written and where it 
rezmazned for a boe tene) 


1211. Horoenos monastery near aàty of Am 

. Wree by Hakob, dlommated by Markare 

የበ 05 : 
s, portraits of the Evangelists, first pages, 2 full-page 





12 KHORAN Fêr 


ble. ርፎ፡ርፎ the arch of the khoran: the one below ts a man car- 
mmg د‎ large fish. The mscription beside this figure reads: 
“Sheranik. when vou come. bring fish." This would seem to 
suggest that the figures in the margin represent real people, 
ther och ature beme د‎ sign of wealth and prominent social 
position 5 ہے شوه‎ 


13 THE ENTRY INTO JERUSALEM, f. 16١ 


The miniature resembles an informal genre scene represent- 
ing the warm welcome grven by the citizens to a guest of their 
city. The illusion of “real life” is enhanced by the similarity of 
the architectural background to actually existing buildings: 

the tall three-storeyed tower on the left is strongly reminiscent 
of the bell-tower at the monastery of Haghbat. 
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11 First page of the Gospel of St, Mark, f, 29 
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Khoran. f. 8v 








I^ The Entry into Jerusalem, f Iv 
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14 The Nativity, f. 399v 
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THE NEW TESTAMENT (Ms.6792) 


1302, Siunik 

Written and illuminated by Momik 
Parchment, 125» B.6cm, 3028, 
Portraits of the Evangelists, first pages of the Gospels, 1 fi 
page historiated miniatures, marginals, initials 















The manuscript was owned by a well-known historian as 
political figure of thirteenth- and fourteenth-century Arm 
nia, Stepanos Orbelian. 


13 THE NATIVIVY, ۵2 
Contrary to the iconographic caron the figure of St. Jose j| 
placed in the centre of the composition, right over the 8 gu 
of the Virgin and Child, instead of in the usual left corm 
This arrangement of the figures was supposed to emphasiz 
the importance of St. Joseph. 


۱6 THE TRANSFIGURATION, f. 5v 


The deliberately archaic treatment of Christ who is lepic 
without the traditional beard serves to heighten the effec 
Transfiguration. The background is filled with a multi ude 
clouds, presented schematically as so many transparent b 


spheres. The colouring is based on silvery-blue shades. 


17 
THE BIBLE (Ms. 206) 


1318, Gladsor monastery, Siunik 

Written by Stepanos, illuminated by Toros Taronatsi 
Parchment, 26 X 18cm, 588 T | 
Khorans, portraits of the Evangelists, title-pages, 27 full-pag 
historiated miniatures, marginals, initials 


IJ KHORAN, ( 438 


The most striking feature in the illumination of this man 
script is the composition and decor of its large khorans. Û 
rectangular headpieces are filled with Moral ornament’ whe 
intricate design incorporates small figures of birds and ٤ 
mals, The artist increases the number of columns from the ust 
al three or four to five and sometimes seven, and occasion 
introduces human figures flanking the headpieces. In th 
case, we have the artist's self-portrait, 


۱3 [ከር Nativity, (2 
۱۵ The ‘Transfiguration, f. 5v 














Khoran, [ 438 
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15—20 


THE GOSPELS (Ms.212) 


1337, town of Sultaniae, Iran 

Written, illuminated and bound by Avag 

Parchment, 18.1 X 13cm, 215ff. 

Khorans, portraits of the Evangelists, first pages, 80 fu 
historiated miniatures, marginals, initials 

















18* THE VISITATION, f.157 


The scene depicts the visit of the Virgin Mary to her cousi 
Elizabeth, just after the Annunciation. The decor of the olio 
characterized by a balance and harmony between the text, o 
the one hand, and the miniature and marginal ornamer 
tion, on the other, as well as by a delicacy of linear trea mer 
by a softness of colouring and elegance of representation. 


19 TWO KHORANS, ff. llv, 12 


The khorans owe some of their stylistic peculiarities to © 
cian models. The artist succeeded not only in imitz ting t 


elaborate and intricate ornamental designs of the latter, 1 


also in mastering the exquisite and virtuoso technique typi 
of the Cilician miniaturists. 1 


207 THE ANCESTORS OF CHRI ST, ff. 17v, 18 


Following Cilician tradition, Avag included in his illu mu 
tion of the Gospel not only the menological cycle but alsoa 
the secondary and intermediate episodes. In accordance wit 
the opening passages of the Gospel of St. Matthew, the artis 
begins with the "genealogy" of Christ, depicting Christ's at 
cestors. They are represented in lively and natural posture 
the figure of King David seated on his throne being the me 
striking of all. These representations are incorporated into tl 
text of the Gospels copied in the beautiful erkatagir hand (i 
cial script with large characters) 


GREATER ARMENIA 





18 The Visitation, f.157 
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19 Two khorans, ሺ. 11v, 12 
20 The Ancestors of Christ, ff. 17v, 18 



























04 THE VIRGIN AND CHILD ENTHRONED, f. 507 


The miniature displays the monumental quality typi al û 
many scenes in the manuscript (cf. The Annunciation 
۳۱, 25). The large-scale figure of the seated Virgin tends ٤ of 
the entire page. The deep, dark colours of her robes | 
striking contrast with the pale pink tone of the ود‎ 1:. 
that the latter acquires a light airiness, in spite of the intri 3 
ornamentation patterns. 
This type of representation —a full-face frontal view of the W 
gin and Child — was frequent in early Christian art 0 ani 
found in many Armenian wall reliefs of the fourth to "vent 


centuries. 


25 THE ANNUNCIATION, f. 248v 


The images of the Virgin and the archangel Gabriel, depie 

in a soft and delicate manner, are distinguished by the bean 
and spirituality of their faces. The treatment of their large: 
most monumental figures shows the fine drags 
and the painterly skill of the artist. The figures stand again 
an ornamented background enlivened in the centre bya 
most realistic touch — two arches with accurately 
masonry, and a recess with a jug between them. The latte: 
tail hints at the setting of the event, which was supp 58 4 
have taken place by a well. At the same time the Virgin i 
ball of yarn in her hand, an allusion to her upbringing in 
Temple of Jerusalem where she would spin and w weave tl 
priests’ vestments. The miniature, therefore, ae we 
iconographic versions of The Annunciation — The Annu 

ciation at the Well (the apocryphal version) and 1 
Annunciation in the Temple. 


20 THE CRUCIFIXION, f. 252 


The strict symmetry of the composition is broken by the fig 
ures of mourning angels extending bevond the frame o ‹8 
scene. A certain dynamic quality is felt in the figure of St., 
bending over the feet of Christ. The network of pink lix e. 
the background resembles the binding of an earlier 9 
manuscript (now in the Etchmiadzin collection), wheres 
ilar network forms the background of the two relief-like fi 
representing Grigor Tatevatsi and John Vorotnetsi. 
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21,22 
THE GOSPELS (Ms.6289) 


1323, Gladsor monastery, Siunik 

Written and illuminated by Toros Taronatsi 

Parchment, 25 X 19cm, 286 fT. 

Khorans, portraits of the Evangelists, 11 full-page historiated 
miniatures, marginals, initials 

The miniatures in this manuscript are among Taronatsi's best 
works. In these miniatures the local traditions of Siunik are 
curiously mixed with tendencies derived from Cilician art. 


21 KHORAN,£.8 

The margins of the Canon tables are decorated with figures of 
real and imaginary birds and animals. Such motifs were usu- 
ally interpreted by the official church in terms of Christian 
symbolism, but here they are more likely to have been in- 
spired by the ancient folk-art symbols. 


22 THE ANNUNCIATION, ር 143 


The scene is permeated by a profound lyricism which 1s felt 
both in the images of the characters and in the delicate colour- 
ing combining warm ochreous and green hues. The large, al- 
mond-shaped Oriental eyes impart an additional beauty to 
the faces, which are evocative of early Persian miniatures. 


23-6 


THE GOSPELS (Ms. 7482) 


Written in the village of Eligis by Hovhannes, 1297; illumi- 
nated at the monastery of Tatev by Grigor Tatevatsi, 1378 
Vellum, 32 x 23.5cm, 5417 

Khorans, portraits of the Evangelists, first pages, 5 full-page 
historiated miniatures, marginals, initials 


23* ST.MATTHEW,f.11v 


The Evangelist is depicted in accordance with the convention- 
al scheme adopted at the scriptoria of Siunik — against a wall 
which separates the figure from the buildings seen in the back- 
ground. The buildings, although schematically treated, re- 
semble actually existing structures. The same applies to the 
chair on which the Evangelist is seated: similar wooden chairs 
are still in use in Armenian villages. 


Khoran, f. 8 
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23 St. Matthew, ٣۷ 
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24 The Virgin and Child Enthroned, ۹ 
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“J The Annunciation. f 24ጪ 








26 The Crucifixion, f. 252 
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27 ‘The Baptism of the People, f. 20 


30 THE ANNUNCIATION, f. 130v 


The miniature represents a rare iconographic version based 
on apocryphal sources — The Annunciation at the Well. The 
Virgin is shown as a young peasant woman wearing a bright- 
coloured dress. With the water jug upon her shoulders, she 
stares at the archangel in genuine surprise at this sudden ap- 
pearance, The light and cheerful colouring combines with the 
gay floral ornamentation in imparting a joyful aumosphere to 
the scene. 


31 ST. GEORGE, (282 


Representations of St. George mounted on a horse, slaying the 
dragon, frequently occur in medieval art. The earliest of such 
representations in Armenia are to be found in the frescoes dat- 


ing from the seventh century (e.g. in the churches at Talin. 
Ashtarak and other places). 


27 
THE GOSPELS (Ms. 7699) 


14[ከ century, the Crimea (?) 

Names of scribe and illuminator unknown 

Parchment, 16.5 X 12cm, 311 

Khorans, portraits of the Evangelists, first pages, 18 full-page 
historiated miniatures, marginals, initials 


27* THE BAPTISM OF THE PEOPLE, 0 


The miniature depicts a subject rarely occurring in Armenian 
book illustration, which, moreover, receives here a rather un- 
usual treatment; the composition of the scene repeats that of 
the Baptism of Christ, but the traditional place of Christ is oc- 
cupied here by the figure of a young man (or woman?), 


28—31 
THE GOSPELS (Ms.6305) 


14th century. Siunik 

Written (and probably illuminated) by Grigor 

Vellum, 29 x 23 cm, 284ff. 

Khorans, portraits of the Evangelists, first pages, 23 full-page 
historiated miniatures, marginals, initials 


28 ST. MATTHEW, f. 71v 


Ornamentation plays a leading role in the illumination of this 
manuscript, being prominent even in the historiated minia- 
tures. Herc, the ornamental patterns decorate not only the 
background and the architectural details, but also the Evan- 
gelist's robes. The picture resembles a carpet, and this visual 
elect is further enhanced by the ornamental bands added to 
the frame and creating the impression of a carpet fringe. 


29 FIRST PAGE OF THE GOSPEL OF ST. LUKE, 8 


The highly decorative character of the headpiece With iu 
magnificent carpet-like ornamentation, the stylized but at the 
same time very expressive representation of two peacocks, the 
marginal decor in the form of a vase of flowers and, finally, me 
ornate lettering contribute to the overall effect of joyful 
splendour. 
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98 St. Matthew, f. 71v 
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St. George, f. 282 









trait, for instance the half-closed lid of the left eye, prol bl 
the result of an illness, On the whole, the portrait betrays he 
artist's attempt to break with the prevalent medieval 7 
cy towards a schematic treatment of characters, depicting: 1 
stead a concrete person, The portrait, which agrees with a fes 
corded description of the scholar's appearance, was regard d 
at the time as an authentic likeness, painted from life, [t was 
therefore copied by different artists over the years; some latet 
copies have been preserved. 1 





32 Grigor Tatevatsi Surrounded by His Pupils, f. 14v 


32 


THE PSALMS AS INTERPRETED BY 
GRIGOR TATEVATSI (Ms. 1203) 


Late 14th or early 15th century (place of production and 6 
of scribe unknown) 

Illuminated by Tadeos Avraments (?) 

Vellum, 18.4 X 13cm, 386 f. 

Of the two parchment folios sewn into the already bound 
volume, one bears a representation of Grigor Tatevatsi. 


32 GRIGOR TATEVATSI SURROUNDED BY HIS 
PUPILS, f. 14v 

The anonymous artist must have actually met Grigor Tate- 
vatsi, celebrated scholar, philosopher and artist, otherwise it 
is hard to account for the almost naturalistic details in the por- 
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33 The Annunciation. f 150 
3+ The Ascension. f 240 


34* THE ASCENSION, FE 240 


The essentially canonical treatment of the scene here acquires 
a distinctly original touch: special prominence is given to the 
group comprising the figures of the Virgin and the apostles, 
which are noticeably larger in size than the figures of Christ 
and the angels. The distance between the two groups is thus 
deliberately emphasized, sy mbolizing the spiritual distance 
between Christ and the witnesses of his miraculous ascension. 









22, 4 
THE GOSPELS (Ms.318) 


lth century, the Crimea (7) 

Names of scribe and illuminator unknown 

Parchment, 21 x 14.3cm, 17 

Portraits of the Evangelists, first pages, 13 full-page historiat- 
ed miniatures, marginals, initials 


33° THE ANNUNCIATION, 90 


The deliberately elongated figures and rich colouring give 
great expressiveness to the miniature, The artist succeeds in 
creating the optical effect of volume, especially in 80 lar as the 
modelling of the faces is concerned, The static pose of the Vir- 
gin, struck motionless by surprise, is contrasted with the swift 
movement of the approaching archangel. 










35*,36* ST. MATTHEW, ۲۱۱۷: FIRST PAGE OF T HE 
GOSPEL OF ST, MATTHEW, f. 12 x 


The miniatures in the manuscript betray the influence له‎ 
Cilician art embracing both iconography and technique. “he 
ample use of gold is also a distinctly Cilician feature, Ce ain 
characteristics, however, rule out the possibility of attributing 
the manuscript to a Cilician master. Such is, for example, the 
free and sweeping manner of painting resulting in a somew lat 
generalized treatment of forms, typical of the north-east of his- 
torical Armenia. 








GREATER ARMENIA 


35 St. Matthew, f. 11v 


35, 36 
THE GOSPELS (Ms.4060) 


14th century 

Place of production, names of scribe and illuminator un- 
known 

Parchment, 23.5 x 16.5cm, 2450 

Portraits of the Evangelists, first pages, marginals, initials 
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36 First page of the Gospel of St. Matthew, f. 12 


37 THE BAPTISM OF CHRIST, f.4 


The general treatment of the scene corresponds to the icono- 
graphic tradition accepted at the time, deviating from it only 
in the representation of the angels, which are depicted floating 
in the air instead of standing on the river bank. Such an inter- 
pretation, unusual for medieval art, can be traced back to ear- 
ly Eastern Christian models. Closely related in this respect to 
the Matenadaran Gospels is the thirteenth-century Arabian 
manuscript in the Bibliothèque Nationale in Paris (Ms. 13). 


37 


THE GOSPELS (Ms. 2744) 


1305, town of Ardjesh, Vaspurakan 

Written and illuminated by Simeon Ardjishetsi 

Vellum, 30.7 x 24.5cm, 302 If. 7 
Khorans, portraits of the Evangelists, first pages, 12 full-page 
historiated miniatures, marginals, initials 

Simeon Ardjishetsi was the first to broaden the range of motifs 
included in the menological cycle. This pictorial cycle, with 
certain variations, is to be found in the Vaspurakan illuminate 
cd manuscripts up to the fifteenth century. 
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37 The Baptism of Christ, f. 4 








38 The Resurrection. f. 6 


39 ST. JOHN AND ST. PROCHOROS, £ 209v 


In accordance with the contemporary Vaspurakan tradition 
which diflered from the canonical scheme, the artist depicted 
St. John leaning upon his staff. The representation of St. Pro- 
choros is likewise rather unusual - he is shown not as a youth, 
but as a middle-aged man with à beard and moustache. On 
the whole, Khatcher's miniatures are remarkable for the in- 
tensity of facial expressions, unusual compositional treatment 
and characteristic colouring. 
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26, 39 
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THE GOSPELS (Ms. 4814) 


|294, town of Berkri, Vaspurakan 

Written by Hakob, illuminated by Khatcher ` 

Vellum, 30 X 25cm, 266 f. 

Khorans, portraits of the Evangelists, first pages, 5 full-page 
historiated miniatures, marginals, initials 


o° THE RESURRECTION, ር6 

The iconography of the miniature is similar to that of the Re- 
'urrection scene in the 1038 Gospels (Ms. 6201). Its most re- 
markable feature is the presence of Christ risen from the dead, 
together with the soldiers guarding the tomb and with the Ho- 
ly Women arriving at the sepulchre. A similar iconographic 
version, rare in Eastern Christian art, is to be found in the 
Simon Psalter, a Russian illuminated manuscript dating from 
the thirteenth century (known also as the Khludov Psalter, af: 
'er its nineteenth-century owner Alexei Khludov, a Moscow 
merchant and collector), and also in some Syrian manu- 
scripts. S, Der Nersessian regards this scene as an example of 
amalgamation of two or more motifs, typical of the Vaspura- 
kan school, 








39 St.John and St. Prochoros, f. 209v 
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40 The Thirty Pieces of Silver, f. 6v 


41, 42 
THE GOSPELS (Ms.4806) 


1306, village of Berdakn, Vaspurakan 

Written, illuminated and bound by Ovsian 

Vellum, 34 x 23cm, 3748. 

Khorans, portraits of the Evangelists, first pages, 21 full-page 
historiated miniatures, marginals, initials 


41* THE DESCENT INTO LIMBO, 4 


Ovsian is a typical representative of the "popular trend" in 
the Vaspurakan school of book painting. In his miniatures, 
the archaic models are interpreted with a rare sincerity and 
spontaneity. Canonical motifs are treated by the artist as if 
seen through the eyes of common people; here this tendency 
shows in the slightly naive manner in which the righteous are 
opposed to the sinners. 


49 THE KISS OF JUDAS, f. 12 


Just as in The Thirty Pieces of Silver by the same master 
(P1.40), the treatment of the scene verges on the grotesque 
and at the same time is characterized by the naive directness 
of folk art. The ugly faces of Judas and the guards undoubted- 





40 
THE GOSPELS (Ms. 4818) 


1316, village of Azarakn, Vaspurakan 

Written and illuminated by Ovsian 

Vellum, 33 x 25 cm, 2858. 

Khorans, portrait of an Evangelist, first pages, 25 full-page 
historiated miniatures, marginals, initials 


40* THE THIRTY PIECES OF SILVER, f.6v 


Ovsian was the only fourteenth-century Vaspurakan minia- 
turist to have been inspired by the motif of The Remorse of Ju- 
das. The treatment of the scene, however, is in tune with the 
master's usual grotesque and somewhat naive manner. The 
setting for the figures is provided by a framework of arch- 
shaped ornamental bands reminiscent of an architectural 
construction, which, together with the rhythmically balanced 
arrangement of the figures, imparts à theatrical touch to the 
scene, 
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41 The Descent into Limbo, f. 4 
42 The Kiss of Judas, f. 12 
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43 The Nativity, L5 


dark shades of blue, which gives them a dynamic vividness. 
The light and airy treatment of the miniature produces the 
impression of a water-colour. 


44 KHORAN, f.13 


The illumination of this folio presents a perlect example of dec- 
orative book design. The elegance of the lines, the skill in the 
treatment of delicate floral motifs and birds in the ornamenta- 
tion combine with an exquisite colour range, in which azure 
and sky-blue tones are set off by light browns. The general ef- 
fect created by the colouring is that of peace and harmony. 


45* THE BAPTISM OF CHRIST, f.6 
The importance of the event is emphasized by the solemn pos- 
tures of the disciples standing on the river bank (in more ar- 


chaic models, we usually find a group of two or three angels 
balancing the composition). 











hı reflect the artist's negative attitude to this group of charac- 
c Í: compositional principle of the miniature consists in 
the نت‎ balanced rhythmical arrangement not only of the 
fore کے‎ movements of the figures, but also of the colours. 


$345 
THE GOSPELS (Ms. 7456) 


1319/20, ሠ A Artske, Vaspurakan 

Written and illuminated by Vardan 

Vellum, 323x235cm, 2876. 

portraits of the Evangelists, first pages, 13 full-page‏ ومع بر کا 


ያ ቺን መቹ marginals, initials‏ تھا 


ነ” THE NATIVITY,f.5 


acccndance with the Vaspurakan tradition of the time, the‏ عا 
Vardan's interpretation of the Nativity is on the‏ مد ہب 
A The Adoration of the Magi. In the miniature, the Vir-‏ سه 
gn 2nd Child turn their heads to look at the approaching Ma-‏ 
z. The laconic composition includes only the principal char-‏ 
acter represented against an almost blank background, with‏ 
a vomeary indication of the setting. The drawing is both deli-‏ 
(ate and supple, and the contours are painted in light and‏ 





44 Khoran, |. 13 








15 The Baptism of Christ, 6 
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46 The Ascension, f.5 
47 "The Four Evangelists, ۷ 
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GREATER ARMENIA 


49 
THE GOSPELS (Ms, 7629) 


1497) town of Khizan, Vaspurakan 

Written and illuminated by Hrstakes 

Vellum, 27,5 X 18,5cm, 267 fF. 

Khorans, portraits of the Evangelists, first pages, 20 full-page 
historiated miniatures, marginals, initials 


407 THE HEALING OF THE DEMONIAC; 
THE RAISING OF LAZARUS, f, 4v 


Again, we have here two scenes illustrating the miracles of 
Christ — a motif extremely popular with Vaspurakan minia- 
turista = placed together on one page. 

The miniatures of Hrstakes are usually stylized to such an ex- 
tent that the forms of the figures, the folds of their garments, 
the details of the setting, etc. are subordinated to the all-im- 
portant linear effect and are therefore perceived as purely or- 
namental details. At the same time, in spite of the limited 
palette, composed mainly of green and red with occasional ad- 


ditions of blue and brown, his miniatures impress one by the 


harmony of their colouring and the skilfully balanced compo- 
sition, 


50 
THE GOSPELS (Ms.6402) 


1377, town of Aghtamar, Vaspurakan 

Written by Avag, illuminated by Zachariah Aghtamartsi 
Vellum, 24 X 17.5cm, 817 

Khorans, portraits of the Evangelists, first pages, 1 full-page 
historiated miniature, numerous miniatures incorporated in- 
to the text, marginals, initials 


The Matenadaran collection includes thirteen manuscripts 
illuminated by Zachariah Aghtamartsi between 1354 and 
1403. 

The design of the book is unusual for the Armenian illuminat- 
ed manuscripts in that the miniatures are incorporated into 
the text, sometimes taking up more than a half of the page. 


50* THE ENTOMBMENT, f. 3 


The miniature presents a laconic version of the scene, with on- 
ly the principal figures depicted, They are placed against a 
blank background, devoid of any decorative elements or de- 
tails of setting. 


1h, 1 1 
THE GOSPELS (Ma 4811) 


| "111 ١ aspurakan 

Wrirten, laminated and bound by Melehlzedek 

Vellum, 92 xX Nom, OBI, (part of the manuscript missing) 
Khoran, portraits of the Evangelista, በ füllspage 0 
miniatures, marginala, initials 


THE ASCENSION, f.‏ مون 


The composition 18 based on an 01011010 Iconographie model 
found in Armenian wall«rellefs and gravestones of the fourth 
to sevenih centuries, in which Christ is also depleted in ዘ 7۰ 
dovla suppor ted by the angels, 


1? THE FOUR EVANGELISTS, f; 5v 


The artist's predilection for archaic models in manifested in 
this group of the Four Evangelists, The arrangement of the 
figures standing four abreast is characteristic of tenth- and 
eleventh-century Armenian manuscripts, The emphasized 
linear quality of the miniature and the general symmetry and 
regularity of the drawing and colouring enable the artist to 
strike an original note in the treatment of the subject. There is 
no doubt that Melchizedek was à highly gifted artist and a 
prominent ligure in Armenian medieval art, 


48 
THE GOSPELS (Ms. 3717) 


1392, town of Khizan, Vaspurakan 

Written hy Petros, illuminated by Hovhannes Khizanetsi 
Vellum, 27 x 18.5em, 3291, 

Khorans, portraits of the Evangelists, first pages, 14 full-page 
historiated miniatures, marginals, initials 


«ሠ THE ENTRY INTO JERUSALEM; CHRIST 
WASHING THE DISCIPLES' FEET, f. 12 

Two scenes placed together on one page are à traditional fen- 
lure of Vaspurakan illuminated manuscripts. The miniatures 
are remarkable for the emotional dynamism of their composi- 
tion and for the keen and expressive eyes and animated 7 
lures of the characters, depicted in the lively and unre- 
‘trained manner of folk art, They also demonstrate the ۰ 
markable skill of the artist who was an accomplished minia- 
urisi, as well as a fine draughtsman and a perfect colourist, 
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Washing the Disciples’ Feet, f. 12 


The Entry into Jerusalem; Christ 
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50 The Entombment, f. 153 





51 The Annunciation, ۷ 


52 The Transfiguration, t. 7 


52* THE TRANSFIGURATION, 7 


The Transfiguration was one of the favourite and most wide- 
spread motifs in the illuminated Gospels of Vaspurakan. Ki- 
rakos chooses a laconic version which includes only the princi- 
pal participants in the event: Christ standing between Moses 
and Elijah and the apostles lying prostrate before the vision. 
The artist's palette is likewise limited, consisting of only a few 
pure colours. Characteristically, all this enhances the dramat- 
ic eloquence of the composition. 
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31, 52 
THE GOSPELS (Ms. 2929) 


1330, village of Urunkar, Vaspurakan 

Written by Stepanos, illuminated by Kirakos 

Vellum, 32 x 23.5 cm, 321 

Khorans, portraits of the Evangelists, first pages, 6 full-page 
historiated miniatures, marginals, initials 

The name of Kirakos is associated with the appearance of a 
new trend in the Vaspurakan school of book painting. The 
main distinctive feature characterizing works by Kirakos and 
his followers consists in the emphasis on linear treatment. 


51" THE ANNUNCIATION, f.5v 

The clarity of the composition is combined here with the emo- 
tional intensity of the images. One's attention is drawn to the 
expression of spontaneous, almost childlike excitement in the 
eyes of the Virgin and Gabriel. The miniature is executed in 
the light manner reminiscent of a water-colour, special impor- 
lance being assigned to linear effects. 






for example, the wine jars in the lower part of the picture 
Their shape and decor were undoubtedly suggested by th 
clay vessels used in Vaspurakan homes at the time. 


54* CHRIST WASHING THE DISCIPLES’ FEET, f lÎ 


It is noteworthy that despite the stylized character oru 2 
drawing the artist succeeded in rendering the varied pest lu 
and gestures of the apostles and in conv eying their differenti 
cial expressions. | 
55* PORTRAIT OF THE DONOR AND HIS SON, É. EM 


The miniature is composed according to the isocephalic pr 0 

ciple, a feature typical of Tserun's style. The painting is 4 

remarkable for the accuracy with which the artist depicted 
costumes and furniture. In contrast to the majority € 
Vaspurakan illuminators, Tserun prefers life models to 1 d 
aginary ones, although when depicting real people he treats 
them in à summary manner. 
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53 The Marriage at Cana, f. 7 


93—33 
THE GOSPELS (Ms. 8772) 


1391, town له‎ Aghtamar, Vaspurakan 

Written by Aristakes, illuminated by Tserun 

Vellum, 15.5 X 11.5cm, 275 

Khorans, portraits of the Evangelists, first pages, self-portrait 
of the illuminator, portrait of the donor (Grigor), marginals, 
initials 

Tserun belongs to a group of Vaspurakan artists whose work 
was entirely based on and inspired by the local traditions of 
book illumination. Tserun had numerous pupils and follow- 
ers, so that the term "Tserunian style" came to be adopted in 
specialist literature. 


53* THE MARRIAGE AT CANA, f.7 


The traditional Gospel scene is supplemented with details 
from real life, based on the artist’s own experience. Such are, 
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Chrisi Washing the Disciples’ ۱ 
7 ١ يك اد‎ : 
Portrait of the Donor and His Son, f. 17 
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55 





60, 61 
THE GOSPELS (Ms.3722) 


1304, town of Nakhitchevan 

Written by Hakob, illuminated and bound by Simeon 
Vellum, 33 x 27 cm, 364 fT. 

Khorans, portraits of the Evangelists, first pages, marginals 
initials 










60* KHORAN, f.7 


The decor of the manuscript is to a great extent based on he 
ancient traditions of Armenian art: apart from its purely de dec- 
orative role, the ornamentation includes various meaningf ul 
symbols. The usual khoran pattern (the arch-shaped fr ne 
work and ornamental columns) is often replaced by intrica 
ornamental headpieces in which floral motifs are combin 
with figures of animals and human faces, incorporated in 
the general decorative pattern. 


61* THE ENTRY INTO JERUSALEM, 7 


Numerous marginal illustrations in the manuscript make w " 
for the absence of full-page historiated miniatures. Asan ile 
the Gospel episodes are represented by fragments or keyey 
bols corresponding to certain scenes or motifs. Thus, a ch 
symbolizes the Baptism, a shepherd blowing a pipe — the N 
tivity, etc. The Entry into Jerusalem is one of the few scen es 
presented in greater detail than the rest. The miniature i 
placed in the right outer margin, elements of the composition. 
intruding between the lines. The whole page thus creates @ 
impression of compositional integrity, in which the text a 
the illustration naturally supplement and visually supp C 
cach other. | 


GREATER ARMENIA 


56 
THE GOSPELS (Ms. 5332) 


1357, town of Aghtamar, Vaspurakan 

Written by Karapet, illuminated by Zachariah Aghtamartsi 
Vellum, 27 X 18cm, 276ff. 

Khorens, portraits or the Evangelists, first pages, 13 full-page 
historiated miniatures, marginals, initials 


56 THE ENTRY INTO JERUSALEM, f.5 


The miniature ranks among the best works by Zachariah, 
which are distinguished for their completeness of form, for 
their balance of drawing and colour, for their bright colours 
and, finally, for their general decorativeness. 


97—59 
THE BIBLE (Ms. 346) 


1390-1400, town of Khizan, Vaspurakan 

Written by Petros, Hovhannes and Melchized, illuminated by 
Hovhannes Khizanetsi 

Vellum, 28 x 18.5cm, 560 7 

Title-pages, 3 full-page historiated miniatures, portrait of the 
donor, self-portrait of the illuminator, marginals, initials 


57*, 58* PAGES WITH ORNAMENTAL BORDERS, 
ff. 519v, 456 


The Khizan Bible stands out among all other Vaspurakan 
manuscripts thanks to its exceptionally rich marginal orna- 
mentation. Here, more than in any other of his works, Hov- 
hannes Khizanetsi shows himself to be a brilliant master of 
decorative book design. 


59* THE VIRGIN AND CHILD, f.441v 


The miniature is placed below the rather modestly decorated 
Canon tables occupying the top of the page. Kneeling before 
the Virgin and the Infant Christ are the donors who commis- 
sioned the work. The dark and saturated colours of the minia- 
tures are enlivened by the bright red hues of the Virgin’s robe 
and cloak, The dress and facial types of the donors are of con- 
siderable interest with regard to ethnography and history of 
costume, 








t Entry into Jerusalem, £5 
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61 The Entry into Jerusalem, 7 


GREATER ARMENIA 


65" KHORAN, 6 


The manuscript is remarkable for the exceptional beauty of its 
decor. In modelling the ornamental patterns the artist uses 
soft pure colours and a broad range of tonal gradations. Even 
though the repertory of decorative motifs is somewhat limited, 
their intricate combinations are extremely varied. 


66, 67 
THE GOSPELS (Ms. 378) 


Before 1261, Artsakh 

Written and illuminated by Toros 

Parchment, 34 X 24 cm, 311 ff. 

Khorans, two portraits of the Evangelists (the other two are 
missing), first pages, | full-page historiated miniature, mar- 
ginals, initials 


66 THE VIRGIN AND CHILD, THE ARCHANGEL 
GABRIEL AND TWO APOSTLES, 5 


The only full-page miniature in the book is probably a later 
addition dating from the end of the thirteenth century or 
thereabouts. The Virgin is depicted wearing the bright multi- 
coloured dress and kerchief of Armenian peasant girls — a fea- 
ture which imparts an unofficial touch to the otherwise aus- 
tere composition. 


67* FIRST PAGE OF THE GOSPEL OF ST. JOHN, 
f.259 


The key role in the decor of the folio is assigned to the headpiece 
representing The Ascension. The artist chooses a laconic ver- 
sion of the scene based on an archaic iconographic canon. The 
mandorla with Christ in the centre of the composition is sup- 
ported by four angels who are the only witnesses of the mir- 
acle: neither the Virgin nor the apostles are present. 


62, 63 
THE GOSPELS (Ms. 2930) 


1315, Khordeants monastery, Nakhitchevan 

Written by Thomas, illuminated by Markare 

Vellum, 31 X 24cm, 247 ff. 

Khorans, portraits of the Evangelists, first pages, 15 full-page 
historiated miniatures, portraits of the scribe and owner of the 
manuscript, marginals, initials 


52 THE CRUCIFIXION, f. liv 


In accordance with an ancient iconographic tradition the 
body of Christ on the Cross is erect (with unbended knees) 
and his head ts only very slightly inclined to one side. The Vir- 
gin and 5t. John are represented as two almost identical fig- 
ures: both their dress and their attitudes are alike. At the same 
time their symmetrical positions on either side of the Cross 
and the dark colour of their garments, which sets them off em- 
phatically against the neutral background, contribute to the 
atmosphere of grave solemnity created by the miniature. 


63* THE RESURRECTION, f.8v 





و em,‏ سم 


The treatment of the scene is ርክ: ized by an economy of 
pictorial devices. Curiously enough, a somewhat schematic 
approach to the treatment of figures is combined with an al- 
most realistic rendering of the masonry in the sepulchre. 
Another interesting feature concerns the figures of the risen 
Christ and the angel blowing a trumpet, rarely found together 
in Armenian miniatures on this subject. 


64,65 
THE GOSPELS (Ms. 4823) 


1224. Khoranashat monastery, Artsakh 

Names of scribe and illuminator unknown 

Parchment. 36 x 26cm, 3196 | 
Khorans, portraits of the Evangelists, first pages, marginals, 
initials 


64 ST. JOHN AND ST. PROCHOROS, f. 247v 


A skilful and imaginative ornamentalist, the artist seems to be 
less at ease as far as the figural scenes are concerned. His fig- 
ures are rather schematic and disproportionate. These limita- 
tions, however, are made up for by the dynamic movements, 
expressive eyes and the slightly abstract and aloof aspect of 
the figures presented against a gold background, without any 
details of the setting. 
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The Resurrection, f. 8v 
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64 St.John and St. Prochoros, [. 247v 
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65 Khoran, [.6 
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66 The Virgin and Child, the Archangel 
Gabriel and Two Apostles, [.5 
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68*- FIRST PAGE OF THE GOSPEL OF ST. LUKE, 
£30) 


Historiated miniatures are very rarely included into orna 
mental headpieces; this is just such an exception from the gen- 
eral rule, The representation of the Virgin is close to the N at : 
er Amabilis type and has an affinity with Toros Taronatsi's 
miniature on the same subject (Ms. 206). 









68 First page of the Gospel of St. Luke, f; 301 


68 


THE GOSPELS (Ms, 4023) 


13th -14th centuries 

Origin and names of scribe and illuminator unknown 
Vellum, 22.5 x 15cm, 316M, 

Khorans, portraits of the Evangelists, first pages, marginals, 
initials 











69 The Last Supper, f. 11 


refers to the round shape of the table (which also occurs in the 
Rabula Gospels, A.D. 586, Florence, Biblioteca Medicea 
Laurenziana, Ms. 107, and in the twellth- and thirteenth-cen- 


tury Syrian manuscripts). The large ornate cross on the table, 


represented instead of the usual viands, symbolizes the Sacri- 
fice of Christ. 

The unorthodox iconography of the miniature determined 
to a certain extent the treatment of the images and composi- 
tional elements: in accordance with the basic principle of or- 
namental art, the key role is assigned to linear rhythm and 
colour. 





09-71 
THE GOSPELS (Ms. 316) 


'3th-14th centuries, Artsakh 

Names of scribe and illuminator unknown 

Vellum, 21.5 X 15cm, 2167 کت‎ - 
Khorans, portraits of the Evangelists, first pages, | 4-full-page 
historiated minia tures, marginals, initials 


09 THE LAST SUPPER, f. 11 


The iconography of the scene can be traced to carly Christian, 
Particularly Syrian and Coptic antecedents. This especially 













71* THE NATIVITY, f.3 

The composition of the scene is based on an archaic مها‎ 9 
graphic model current both in the early Christian art of By 
zantium and in medieval European painting. The Virgi ይ 
depicted sitting beside the cradle, The face nom ur i 
represents Eve, whose appearance in the scene of The Nativi- 
ty symbolizes redemption of the original sin. The same imp apli 
cation is probably attached to a miniature from a thirtee 1 rM 
century Greek Gospel manuscript (Paris, Musée Nation 8 
Ms. 543), where the motif of The Fall is accompanied "T" E 


motif of The Nativity. 


GREATER ARMENIA 


70. The Annunciation, f. 2v 


70 * THE ANNUNCIATION, f.2v 


The miniature is remarkable for its iconography: while the 
archangel descending from Heaven with widely spread wings 
is a familiar figure in early Christian art, the archangel blow- 
ing a shepherd’s pipe occurs rarely. Similar examples can be 
found in some manuscripts from Siunik, Tatev and Nakh- 
itchevan, 





GREATER ARMENIA 





71 The Nativity, f.3 



























75* THE VISION OF THE APOSTLES JAMES AND 
JOHN, 4 


We have here a combination of two motifs: Christ Teach né 
the Temple and The Vision of the Apostles. The figure: 
Christ in the centre of the painting ts flanked by the figs res 
the apostles; one of the female figures in the lower part of t 
painting is provided with an inscription which reads: "T 

mother of Zebedee's sons". 


76* THE ASCENSION, f.7 


The miniature is distinguished for its striking combination o 
pictorial laconicism with the deep inner expressiveness ofi 

ages. The artist omits the figure of the Virgin, traditional 

present in The Ascension, and depicts only four of the ape 
tles, thus giving added prominence to the main figures nt 
scene. Another unconventional trait of the miniature is thee 
namentation of the mandorla. 


77,78 
THE GOSPELS (Ms. 6303) 


135-140 centuries 

Origin and names of scribe and illustrator unknowr 
Vellum, 29 x 23.5 cm, 340 f. | 
Khorans, portraits of the Evangelists, first pazes, 11 full-pag 
historiated miniatures, marginals, initials m 





77 CHRIST WASHING THE DISCIPLES’ FEET,£3 
The only unusual feature of this otherwise iconc graphica 
conventional composition is the round table 
which serves as a symbol of The Last Supper. Introducing t 
symbol, the artist followed the well-known medieval practic 
of combining two motifs expressing the same general idea i 
one composition. Furthermore, one of the related motifs coul 
be used as a substitute for another. 
In this manuscript, as in many other Armenian il 
books, ornamental decor occupies a prominent position: ۷ 
ery miniature in the volume is surrounded by a fram | 
varied decorative patterns. 


78 THE ENTRY INTO JERUSALEM. f 4 


The illustrator of this manuscript apparently preferred UM 
full compositional versions of the Gospel scenes: the minii 
ture in question represents all the twelve apostles; in acon 
dance with the Gospel of St, Matthew, the ass upon whit 
Christ is seated is accompanied by a colt (Matt. 21:2-7). ው 
crowd of people welcoming Christ completes the compositio 


GREATER ARMENIA 


72, 73 
THE GOSPELS (Ms, 4820) 


13th century 

Origin and scribe unknown; illuminated and bound by Hov- 
hannes 

Vellum, 33 x 26.5cm, 3200 

Khorans, portraits of the Evangelists (later addition), first 
pages, 8 full-page historiated miniatures, marginals, initials 


72 THE PRESENTATION IN THE TEMPLE, f. 1v 


The twelve partridges crowning the temple symbolize the 
Apostles. Contrary to the predominant iconographic conven- 
tion the Infant Christ is depicted as stepping forward to meet 
St.Simeon. A similar archaic treatment is to be found in د‎ 
carved ivory diptych dating from the seventh or eighth cen- 
tury in the Victoria and Albert Museum, London. The orna- 
mentation decorating the pillars and the dome of the temple 
plays a key role in the miniature. 


73 THERAISING OF LAZARUS, f.3 


The subject is treated according to the archaic principle of 
preserving the chronological sequence of events: the four con- 
secutive stages of the miracle are represented in the miniature 
one after another. 


74—76 
THE GOSPELS (Ms.6319) 


1380-140 centuries (miniatures) 
Origin and names of scribe and illuminator unknown 
Vellum, 26.5 x 17.5cm, 8٤7 


The Gospel manuscript copied in the fifteenth century was 
later supplemented with eight folios containing thirteenth- or 
fourteenth-century miniatures on Old and New Testament 
subjects. 


74 THE FLIGHT INTO EGYPT, f.3 


The motif of The Flight into Egypt is rarely found in Armen- 
ian illuminated manuscripts, being totally absent from manu- 
scripts produced in Vaspurakan and Siunik. This miniature 
presents the Virgin in a rare and archaic manner: instead of 
riding the ass, she is walking behind Joseph with the Infant 
Christ in her arms. 
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The Vision of the Apostles James and John, f.4 
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77 Christ Washing the Disciples’ Feet, f 3 
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79 





10-17 
THE GOSPELS (Ms, , 


1251, Hromkla monastery, 7" 

Written by Sargis; name of illuminator unknown 
Parchment, 21 X 15cm, 40090 

Khorans, portraits of the Evangelists, first pages 


80 >0 


‘The festive atmosphere permeating the picture js created b 
the brilliant colour range of blues, greens and reda ۵ 
with gold. The elaborate ornamental designs are 
with great skill and ingenuity. The ornamentation is bx 
palmettes which fill the rectangular headpiece A the € 
table and decorate the bases and capitals of the 
which, unlike many other khorans in this manuscript, dom 
imitate the texture of stone, but are treated schematically a 
bands of gold covered by interlacing red and blue nar 
stripes. ‘The characteristic movements of the birds filling tiu 
top and outer margins are rendered in an accurate and B 
like manner. 



















8]*, 83 ST. MARK, ር.]25፡; ST. LUKE, f. 197v 


Both compositions are dominated by the large-scale f 
the Evangelists, The role of architectural background i 
duced to a minimum, the small towers in the left backg 
corner of each of the two miniatures being مس‎ ina 
mary manner and resembling more the backs of the E 
lists’ chairs than buildings. This lack of interest in Pss 
tectural background was typical of the Hromkla choot ing cte 
eral, and was shared even by Toros Roslin himself. Althoug 
his treatment of background was on the whole more € 
it never played such an important role in his compe ition 54 
in the miniatures produced in other Cilician centres | 

Pls, 104, 110). The figures of (ከሮ Evangelists show the a 
attempt to model the body shapes by means of shading. 
same time, both miniatures reveal his interest in linear desig 
which is manifest in the sharp delineation of the folds of th 
garments and in the somewhat graphical character of repre 
sentation, The ornamental design of the frame is evocative û 
cloisonné enamel. 


82 FIRST PAGE OF THE GOSPEL OF ST. MARK, f. I7 
The design of the page combines decorative splendour wit 
the clarity and simplicity of ornament - à com bination pica 
of the Hromkla school. The decor of the headpiece is based 
a chain of clearly delineated palmettes; the two ducks on tof 
of the headpiece are presented facing each other, their move 
ments rendered with an obvious concern for realism, 


CILICIAN ARMENIA 


79 
THE GOSPELS (Ms. 7700) 


1237, town of Sis 

Written by Grigor; name of illuminator unknown 

Vellum, 17.5 x 12.3cm, 297 fT. 

Khorans, portraits of the Evangelists, first pages, marginals 


The khorans and the Evangelist portraits were apparently 
executed by two different masters of the same school. 


79 ST. MATTHEW, f.6v 


The colouring of this and of the other Evangelist portraits in 
the manuscript is soft and harmonious, the forms are delicate- 
ly modelled, the silhouettes are somewhat elongated, and ev- 
ery detail of the composition is sharply delineated. The shad- 
ing, although definitely aimed at rendering volume, fails to 
produce a three-dimensional effect; the picture is reminiscent 
of a low relief. 


First page of the Gospel of St. Mark, [. 126 


5t. Mark, f. 125v 
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St. Luke, £ 197v 


83 








84 Christ and the Angel, f. 235v 


86 PAGE WITH A MARGINAL MINIATURE 
REPRESENTING CHRIST, f. 252 


The page is remarkable for its clear and elegant calligraphy in 
which gold letters and ornate initials are set off by the aus- 
tere black characters of the uncial script, and for the exquisite 
artistry of the marginal miniature which is in perfect harmony 
with the marginal ornamental design. 

Ihe image of Christ impresses one by its tranquil grandeur 
due to the skilful balance of the vertical and horizontal lines 
(Christ's upright figure and his flying cloak). But the most 
striking thing about the miniature is its emotion-charged col- 
ouring. The dark and gloomy hues give a tragic touch to the 
picture, while Christ's eyes seem to express serene calm and 
fortitude, 





84-86 
THE GOSPELS (fragments, Ms. 5458) 


|266, Hromkla monastery, Cilicia 

Name of scribe unknown; illuminated by Toros Roslin 
Parchment, 32.5 X 24cm, 388. of the original Cilician part 
(with a thirteenth- or fourteenth-century addition of several 
folios written and illuminated in Vaspurakan) 

Portraits of the Evangelists (in the Vaspurakan section of the 
manuscript), 2 full-page historiated miniatures, marginals 


84 CHRIST AND THE ANGEL, ۰ 


The miniature is remarkable for its highly emotional charac- 
ter and the elegant proportions of the figures. The poses of 
both Christ and the angel are well-balanced and natural, al- 


though the hands and feet of Christ seem somewhat large and 
heavy 


83" PAGE WITH A MARGINAL, f. 254v 


Both the initial and the marginal are executed in the artist's 
lavourite design of interlacing blue palmettes against a 


gold background, enlivened by occasional white patches and 
red swirls. 
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85 Page with a marginal, f. 254v 





















VD AT 0)) TOM 
TWAS a ۱7 





De METTE 


WLOOKLU 111:161 ' 


۱ L ۱۱۱-2 
n | 


(14198 ۰ 


| 
Ë 
! 


b ut v ads 1 
5 PSNR 
HUECS 
quy ANTES) ›. ps 
UTE ILU Creo OF 
PUG UALS C 
T euam | 
‘AONE ٢٢ 
00 ۱۱۱۹۵ 
Fo و‎ 
b (dtd Out 
baroner vions- 


qu ¿YP 41 





۲۹٦۷ 


- 11494). 
Qe oo ۱۷۲ 
ودند‎ ۳ 
‹ዛ%ዚየ LEUTO kaiia 
reise cure 

unn GENCY 
abf UNIS ive 
Ob ክተ 077 0 
aniio: 07 ህ 
me تل‎ 

2 T 1 ٧001 ٩312 
۱26۶ 107 
511 aT 1 










انلكا يجان )رن 
OLMIS wee 4.‏ 
ز IA Ira Anota‏ 





nb P : 
ch I 1 1 2 = ^ i FE E a 5 i : : 1 
ge with a marginal miniature representing Christ, f, 252 


L. S 





Éf dag ats -‏ = موو مرس له ۔ 


اون ساسا لت سن ہیں رتا 


ጠይ = Lf carer HETIL + 75 امه‎ wale 


ኔ `‏ :وی یل 
| ر ر 


የ 


87* LETTER OF EUSEBIUS TO CARPIANUS, f 4v 
In spite ofthe small size of the volu me and consequently ofthe 43٨ 

miniatures, every element of the decor is precisely and "e 
fully worked out. The colouring is characterized by a soltness ` 
of hues matched by a discreet shimmering of gold. 
The subtle tonal modelling of Eusebius's face in the tympa> 
num of the khoran shows the artist's proficiency. 
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87 Letter of Eusebius to Carpianus, f. 4v 


87-89 
THE GOSPELS (Ms.8321) 


13th century, Hromkla monastery, Cilicia 

Names of scribe and illuminator unknown 

Parchment, 15.8 x 11.3cm, 7 

Khorans, portrait of St. Matthew (a later addition), first 


pages, portrait of Prince Leon, marginals; top margins of all 
the folios cut off 





1 ቅ. | ۳ ته‎ WES 


u xn hk aR E U Ne e e 


a 
= 1 ] 
"i 
5 


+ ላ 
i 


88 Khoran, ٢ 


88* KHORAN, f.8v 


| he page displays exquisite proportions and a happy balance 
of all elements of the ornamentation. The latter include the 
rectangular headpiece and the columns decorated from base 
ما‎ capital with floral and geometrical motifs accompanied by 
the figures of birds. 
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89 Portrait of Prince Leon, 5 


89 PORTRAIT OF PRINCE LEON, f. 15 


The portrait displays the most characteristic features of the 
medieval approach: the strictly frontal view of the figure, the 
rigid, erect attitude, the conventional position of the arms 
and, finally, the schematic treatment of the face which is al- 
most utterly devoid of any portrait characteristics. The only 
clement which imparts a certain measure of realism to the min- 
iature is the Prince's dress imitating the traditional attire of 
Armenian kings, with regard to its general design and colour. 
Similar representations of the royal garments, accurately con- 
veying the precious, richly ornamented material of which they 
were made, frequently occur in Armenian miniatures 


and 
wall paintings from the tenth century onwards. 





CILICIAN ARMENIA 


and the angel, the figure of the Virgin serving as the composi- 
tional centre. 

The colour range which, together with the above-mentioned 
contrast of dark blue and gold, also includes delicate violet 
tints and bright patches of red, gives a jubilant note to the 
miniaturc. 


95 THE LAST JUDGEMENT, í. 85v 


Although the motifof The Last Judgement occurred frequent- 
ly in early Armenian frescoes, it did not appear in illuminated 
manuscripts until the thirteenth century when it was taken up 
by Cilician book illustrators, Toros Roslin among them. In 
the Malatian Gospels we find a concise version of the scene 
treated in a grand and solemn manner, which is manifest in 
the strict symmetry of the composition. The three principal 
figures are supported by the subsidiary groups creating a 
rhythmical pattern. The dramatic element is enhanced by the 
colouring based on dense saturated tones. 


96* THE DESCENT FROM THE CROSS, £98 


The artist obviously attempts to convey the feeling of deep, 
though restrained grief: the faces are sad and mournful, the 
movements betray silent anguish. The outline of the Cross 
Serves as an Important expressive element of the composition. 
The colour range is composed of quiet shades of dark blues, 
pale violets and greyish-greens, without a single bright stroke, 
on a background of faintly shimmering gold. 


97* ST. MARK, f. 102v 


The natural pose and the face with its expression of calm con- 
centration were undoubtedly glimpsed from real life. The 
colouring is based on the artist's favourite combination of 
rich blues and gold, with touches of bright red enhancing the 
vividness of the composition. 


98* FIRST PAGE OF THE GOSPEL OF ST. MARK, f 103 


The decor of the page is harmoniously balanced. In choosing 
the figure of Christ on a winged lion's back for his initial, Ros- 
lin made use of a motif known in Armenian book painting long 
before him. 


99* THE ENTRY INTO JERUSALEM, f 137 


Unlike most of the other historiated miniatures in the manu- 
script, this scene does not occupy a full page, but is placed un- 
der the text, in the lower part of the folio. The figures are ar- 
ranged almost symmetrically, in a frieze-like fashion, thus 
forming a well-balanced composition. The animation of the 
faces, the poses and gestures of the characters suggest that the 
artist sought to enliven the canonical scheme with details bor- 
rowed from real life. 


90-103 


THE GOSPELS (Ms. 10675, known as the Malatian Gos- 


pels, after the town of Malatia where it was kept for some 
time) ظ‎ x 


1263. Hromkla monastery, Cilicia 
Written and illuminated by Toros Roslin 
Parchment, 22 X 17 cm, 332 ff. 


Khorans, portraits of the Evangelists, first pages, 13 full-page 
historiated miniatures, marginals 


50” LETTER OF EUSEBIUS TO CARPIANUS, £4 


91* 92۴ KHORANS, 8.6. 12 


The tympanums of the arches decorating the rectangular en- 
tablatures of the khorans comprise half-length representa- 
cons — of Eusebius and Carpianus (on the pages with the Let- 
ter), of the prophets and of Christ and the Virgin (above the 
Canon tables). While representations of Eusebius and Carpi- 
anus occur frequently enough in Armenian illuminated 
manuscripts (although, according to S. Der Nersessian, they 
became widespread in Armenian and especially Cilician book 
painting only in the thirteenth century), the portrayal of the 
Old Testament prophets in a Gospel manuscript is rather un- 
usual The artist probably wished to emphasize the close links 
between the Old and the New Testament. 

Thanks to Toros Roslin’s skill the portraits an inte- 
era! part of the entire decorative composition, which also in- 
ciudes birds of different species, in most cases depicted very 
naruralistically. Some of them, however, at first sight appear 
to be merely elements of the ornamental pattern, and only a 
closer look reveals their lifelike features. In giving them a stat- 
عر‎ character, at the expense of vividness and realism of repre- 
sentation, the artist had in mind the decorative role these fig- 
ures were to play in the design of the page. 


33 THE BAPTISM OF CHRIST, f 22v 


The poetical atmosphere of this scene is due to the colouring 
based on delicate pastel shades, and to the well-balanced dis- 
position of figures delineated by soft, flowing lines. The river 
Jordan is treated in a purely decorative manner, with spirals 
for waves in the upper part and band-like waves in the lower 
part of the picture. 


55 THE ADORATION OF THE MAGI, f. 19 

The compact character of the composition is to a large extent 
due to its colouring, based on the sharp contrast between the 
£old halo around the Virgin's head and the deep saturated 
blue of the background representing the mouth of a cave. 
Although the general effect is two-dimensional, the figures 
and details of the setting stand out clearly against the gold 
background. The main group is formed by Mary, St. Joseph 











102 THE CRUCIFIXION, f.321 


Whereas in The Descent from the Cross (PI. 96) the arti; "e | 
phasized the inner dramatism of the scene, in The Cri dfi ixi 
he is more concerned with the motifs of sacrifice and re 
tion, and in his attempt to convey the latter he الب‎ d otl 
erwise mournful scene with a certain touch of lation: Tis 
achieved by the soft colouring excluding all contr 
ours, as well as by the treatment of the principal chara 
The allegories of Ecclesia and Synagogue which were ባ ۳ 
novelty in the Armenian miniature at the time were borr ۷ 
by the artist from Byzantine and Western European ari 













103 THE INCREDULITY OF THOMAS, f.326 


The scene is very rarely found in the work of Armenian il 
trators. Toros Roslin's version of it in the Malatian (7088 el | 
endowed with tragic significance. The saturated blue of 
upper part of the miniature which serves to set off its compe 
tional centre, the energetic outline of the rock which res "mb 
a torn and crumpled strip of paper and serves as an expr ess 
decorative element, and, finally, the flying cloak of Ch rist 
create an atmosphere of intense and dynamic dramatis sm. ۱ 


CILICIAN ARMENIA 


100 THE RAISING OF LAZARUS, f 294 


This miniature, with its exceptional harmony of composition 
and colourmg and the perfect balance of its figural arrange- 
ment, ts definitely one of the best in the manuscript. An im- 
portant role is assigned here to the architectural background, 
namely to the building placed in the right-hand part of the 
painting and reminiscent of a folding screen seen from above. 
The "folds" of this structure create the effect of spatial depth, 
which serves to counterbalance the left, somewhat over- 
crowded part of the miniature. To the usual emphasis on the 
miraculous element wrought with dramatism, the artist pre- 
fers a rendering which allows for a vividness of expression and 
an authenticity of characters. 


101 THE NATIVITY, ب‎ 177 


In terms of composition this is one of the most complex scenes 
in the manuscript. Contrary to his usual practice of choosing 
laconic versions of the Gospel scenes, Toros Roslin depicts 
here a great number of figures connected with various subsid- 
tary motifs. Thus, apart from the angels above the cave, the 
miniature includes the scenes of The Bathing of the Child, 
The Annunciation to the Shepherds and The Adoration of the 
Magi. This combination of several motifs irrespective of time 
and place, typical of medieval art, imparts to the scene a 
somewhat artificial character, which 1s on the whole unusual 
for Toros Roslin. 

At the same time, the multifigured composition does not in 
any way impede the understanding of its message, since the 
focal point of the scene is made conspicuous by means of a 
contrast between the bright red cover of the Virgin's bed and 
the deep black mouth of the cave. 
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90 Letter of Eusebius to Carpianus, f. 4 








: 1 መሪ ኤስሕሐ bpp nen W š ⁄ 


1J 


١ delen ¿ut d 1 يها‎ id 
| کال‎ 


Lu 


EXAMS 
ود‎ $^ 


t, ttt, ادف‎ 
742 





91 Khoran,f.6 
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92 Khoran, f.12 
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94 The Adoration of the Magi, f. 19 





The Last Judgement, f. 7 


95 


Jel 


i. 


EU 


۴ و‎ i = ; , 5 : — i £ i ١ ስ በን ۱ l TEIT “ጭብ ' መዌ 20 "m 
Ne ሊጅ شر‎ ۳۴۳۷ 459 P ورڈ‎ tt ۷۷ a v اسك‎ OT Le dy, nts T ۱ 


p - ውም ር یو ہے‎ - 


|. te yf 


ዞ 
05 
K یو کل‎ 


[| j 
4 - bea 4t a i ۴ pid | ÉD سي سا‎ — PITE 


. SS 1 

| ' ፡ | 

| ‘ | 
۱ a ۱ 1 ' 

| 5 5 

[ ig ۱ ۱ 


i 





٩ 
` 
“ 
1 = 1 ۱ p " 
۳ 5 F / ው) - 9 - - ^ 
. | f or ከ ۷ 
,# ٩: 3 ۲ ۷ ۰۸ 1.6 88 የ11 ۹ ry مغد‎ 1 Ae نس ند‎ ALL attr. 
i መ — - — — لس‎ m --— ٢ = -———— c سپس — ہے‎ — "T 





96 The Descent from the Cross, f. 98 
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97 St. Mark, f. 102v 


lirst page of the Gospel of St. Mark, f. 103 
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99 The Entry into Jerusalem, f. 137 








100 The Raising of Lazarus, f. 294v 
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103 The Ine redulity of Thomas. | 496 








CILICIAN ARMENIA 


tonal modelling of the face and the body of St. Mark betrays 
an attempt to convey volume. The palette of the miniature is 
more varied than that of the khorans and first pages thanks to 
the use of ochreous, light green, pale lilac and blue shades sup- 
porting the basic combination of reds and dark blues. 


107 FIRST PAGE OF THE GOSPEL OF ST. MARK. f 125 


The decor of the page is in perfect keeping with the illumina- 
tion of the Canon tables, showing the same clarity of forms 
and simplicity of large-scale ornamental patterns. Additional 
expressiveness is achieved with the help of the ornate initial 
composed of two winged lions facing each other. 


110, 111 
THE GOSPELS (Ms. 7648) 


1270s, Cilicia 

Exact origin, names of scribe and illuminator unknown 
Parchment, 22 x 15.7 cm, 300ff. 

Khoran, portrait of St. Mark, first pages, initials 


The miniatures in the manuscript are stylistically related to 
those in the Gospels of Smbat and in the 1270 Bible. 


110* ST. MARK, f. 82v 


The Evangelist is presented in a free and natural attitude: his 
movements display confidence and calm, the face is subtly 
modelled by means of delicate shading. The architectural 
background of the scene contributes to the effect of spatial 
depth created by the composition. 


۱۱۱۴ FIRST PAGE OF THE GOSPEL OF ST. JOHN, £228 


The ornamentation of the headpiece is based on a pattern of 
interlacing red lines which form pentagonal and octagonal 
stars standing out against the gold background in a kind of dec- 
orative lattice. The use of black aimed at giving prominence to 
the pattern emphasizes the glow of the gold and imparts an 
additional splendour to the decor of the headpiece. 

The treatment of the ornamental patterns in this and other 
manuscripts of the same school is much more detailed and 
claborate than in the miniatures produced at Hromkla. The 
marginal ornamentation on this pageanay serve as a good ex- 
ample. It is based on a very complicated pattern in which ev- 
ery subsequent motif grows, as it were, out of the one preced- 
ing it: thus, the foliate design incorporates various figures; the 
interlacing bands support human heads crowned by the fig- 
ures of birds, whose tails form new interlacing bands, and so 
on. Worthy of attention is the script which, apart from the usu- 
al ornate initial, is composed of large ornamental characters 
incorporating zoomorphic and geometric elements. 


104 







































THE BIBLE (Ms. 345) 


1270, Grner monastery (?), Cilicia 

Written by Barsegh; name of illuminator unknown 
Parchment, 31 X 24em, 77 

Portraits of the Evangelists, headpieces, marginals 


101ኖ ST. MATTHEW, ۷٧ 


The miniature displays the artist's interest in architectural 
background, also evident in other manuscripts belonging to 
the same group as the 1270 Bible. The conglomeration of 
buildings seen behind the Evangelist is depicted, in the typi- 
cally medieval manner, with the help of inverted perspective 
meant to render spatial depth. Both the buildings and the fig- 
ure of the Evangelist are characterized by somewhat elongat- 
ed proportions. The skilful treatment of the folds of St. Mat- 
thew's robe and the subtle tonal modelling of the face suggest 
that the artist was trained under a very competent master. 


105—109 


THE GOSPELS (Ms, 7644, known as the Gospels of Con- 
stable Smbat, after the man who commissioned the manu- 
script) 


1260-76, Cilicia 

Exact origin, names of scribe and illuminator unknown 
Parchment, 23.5 x 16.8 cm, 17 

Khorans, portraits of the Evangelists, first pages, 8 full-page 
historiated miniatures 


105*, ۱08۴۳ 109 KHORANS, IT. 4, 8, 9v 


The artist gives preference to large-scale decorative elements 
and designs, and the columns of his khorans are shorter than 
usual, The restrained colour range is based on a combination 
of red (the prevalent colour), blue and gold. 

The treatment of details demonstrates the perfect taste of the 
illuminator, He supplements the intricate ornamental pat- 
terns with numerous figures of birds (cocks, hogpoes, etc.) 
and gives the columns' capitals the shape of ox or lion heads. 
Both the birds and the animal heads, despite their apparent 
naturalism, have a purely decorative colouring, 


100 ST. MARK, f 124v 


The Evangelists’ portraits in the Gospels of Smbat, like those 
in the 1270 Bible (see Pl. 104), are marked by an obvious inter- 
est in the architectural setting. The contrast between the rela- 
tively small figure of St. Mark and the tall magnificent build- 
ings reaching almost to the top border creates an effect of so- 
lemnity. The optical treatment of the townscape shows that 
the artist was familiar with the laws of perspective, while the 


104 St. Matthew, f.647v 
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peculiar relief technique of his ornamentation where cert; 
details are brought out with the help of thick layers of spe 
paste covered with paint or gold. 1 
Every one of the title-pages displays a unique combi vatior 
ornamental motifs and colours, each time creating a lew; 
tistic image. 


118 THE ENTRY INTO JERUSALEM, f.137v 


Almost the entire pictorial space is filled with figu res, th 
role ofthe landscape and of architectural motifs being reduc 
to minimum, and little space left for the gold background. T 
difference in the size of the figures is due to the artist’s a ‘tem 
to discriminate between the characters in terms of their; el 
tive importance, and has nothing to do with the spatial a 
proach or perspective. Such a naive gradation of figure 
makes the composition of the scene seem somewhat 5 chema 
ic, in contrast to the figures themselves, treated in an almo 


The palette of the artist is rich and brilliant, consisting of su : 
tle shades of pink, violet, light green, golden or brown, com 
bined with occasional bright touches of dark blue, red ai 
gold. The magnificence of colour is supported by the beau ty 
the filigree ornamentation of the framing, whose floral desig 
incorporates representations of twenty-two prophets, display 
ing a variety of both facial types and attitudes. 


120 THE PRESENTATION IN THE TEMPLE, f 58v 


The festive atmosphere of the miniature is created by the ric 
brilliant colours, by the generous use of gold and by the re 
fined and exquisite ornamental treatment. The minute, | 
ly-knit design of the frame is counterbalanced by the flora 
ornaments extending onto the margins of the folio. The treat 
ment of the garments performs the twofold function of node 
ling the shape of the body and of heightening the purely deco 
rative eflect of the miniature. 


121 THE THREE HEBREWS IN THE FIERY 
FURNACE, f. 207 


The miniature dwells on a biblical story according to W nic 
three young Hebrews - Shadrach, Meshach and Abed-Nego 
who had refused to worship the gold idol of the Babylonii 7 
king Nebuchadnezzar were by his order cast “into the midst @ 
à burning fiery furnace" (Dan. 3: 15). E 
Apart from the crucial point of the story — the Hebrews being 
cast into the furnace and receiving protection from an an ge 
which is the subject of the miniature in the lower part o^ 
page, the artist depicts the preceding events in a succession 9 
small-scale miniatures incorporated into the design of ۴ 
border. 


realistic manner. 


CILICIAN ARMENIA 


112—125 
LECTIONARY (Ms.979) 


1286, Cilicia 

Exact origin, names of scribe and illuminator unknown 
Parchment, 33.5 X 24.5 cm, +8 

Title-pages, historiated miniatures (8 full-page ones, 2 
occupying a third and 3 a quarter of the page), marginals 
(about 400), initials 


112* BASIL THE GREAT, f. 6v 


The manuscript opens with a portrait of one of the Fathers of 
the Church who was traditionally believed to be the author of 
the Lectionary. The full-length representation in an upright 
attitude is apparently derived from the Byzantine tradition of 
portraying saints, while the ornamentation of the wide frame 
surrounding the figure reflects a typically Oriental taste for 
excessive decoration. The frame, apart from its purely decora- 
tive role, performs the important function of creating a visual 
link between the human figure and the marginal decor of the 
page, thus uniting the pictorial and decorative principles of il- 
lumination. The skilfully applied shading enabled the artist to 
achieve perfection in the rendering of facial expression. 


113-117, 119 TITLE-PAGES, ff. 10*, 7*, 59*, 158, 181, 334 


These exquisitely decorated title-pages give an idea of the ex- 
ceptional richness of decor typical of the manuscript as a 
whole. 

The system of illumination of the title-pages and first pages of 
the Gospels was elaborated in the course of the development 
of Cilician art by several generations of miniaturists. It in- 
cluded as a rule three essential elements: the ornamental 
headpiece, the marginal running lengthwise from top to bot- 
tom, and the initial composed of ornamental motifs or of an- 
thropomorphic and zoomorphic figures. The title-pages of the 
1286 Lectionary are examples of this system at its best. Their 
decor, apart from elaborate ornamental patterns, contains 
human and animal figures which are treated as organic ele- 
ments of the overall decorative scheme. Among the former, we 
most often find the Four Evangelists and the Old Testament 
prophets, as well as other characters whose appearance is jus- 
tified by the contents of the corresponding chapters. As for the 
animal figures, many are utterly irrelevant to the subject-mat- 
ter as such and are introduced merely for the sake of decora- 
tiveness, as monsters, dragons, monkeys, three-faced crea- 
tures and so on. 

The richness of decoration displayed in the Lectionary was 
not only due to the artist's exuberant imagination, but also to 
his excellent knowledge of local and Byzantine models, natu- 
ral in a Cilician artist, and above all to his familiarity with the 
art of China, Persia, Egypt and Western Europe. Further- 
more, he must have been well acquainted with various artistic 
crafts, particularly with jewellery-making, judging from the 
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124 THE HOLY WOMEN AT THE SEPULCHRE, f4 


'The highly expressive figural and decorative treat ent ; 
the vigorous movement of the angel's wings impart'z na 
agitation and disquietude to the scene. The folds of the re 
the texture of the stone, the wings of the angel, even St. Pe 
hands and the lances of the soldiers are treated as elemen 
the ornamental design. 


125 JONAH CAST INTO THE SEA, f. 199 


The stylized treatment of the sea depicted as a conglo 1 
tion of spiral-shaped waves was apparently inspired byt 

of the Far East. In depicting the faces and gestures ۰ 
managed to capture the fearful anxiety of the | 
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CILICIAN ARMENIA 


122 CHRIST WITH HIS DISCIPLES, f. 167 


The folio presents an interesting example of a miniature incor- 
porated into the text: the absence of usual framing and the ele- 
ments of architectural background overlapping the written 
lines emphasize the unity of text and illustration, less appar- 
ent in the case of the full-page miniatures. 

The horizontal composition allows for a free and unrestrained 
arrangement of the figures, which, in its turn, contributes to 
the mood of concentration and tranquillity permeating the 
scene. The soft, somewhat restrained colouring composed of 
pink, blue, pale lilac, violet and light green shades enhances 
In presenting the Disciples as listening to their Teacher the 
artist obviously sought to capture their different reaction to 
Christ's words, their different manner of listening, thus mak- 
ing a bold, if only tentative attempt at individualization. 


123 THE DESCENT FROM THE CROSS, f. 193 


The miniature combines three related scenes in one composi- 
tion: Joseph of Arimathea before Pilate Asking for the Body of 
Christ, The Descent from the Cross, and The Entombment. 
The many expressive devices used serve to accentuate the dra- 
matic significance of the event. The composition is filled with 
pictorial details; the linear treatment based on the interlacing 
of curves creates a fecling of nervous anxiety; the figures are 
elongated to the point of distortion and do not correlate with 
each other in size; the gestures are intense and full of dyna- 
mism, the faces grave and sorrowful. A sense of drama is also 
conveyed in the colouring of the miniature, with its splashes of 
bright red and blue turning to purple. 

At the same time, in spite of what appears to be an overprofu- 
sion of figures and details, the composition of the scene is 
maintained with the help of several vertical and horizontal 
lines (the Cross, the buildings in the background and the 
framing) which counterbalance the diagonal lines of the ከ፪- 
ures. 
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122 Christ with His Disciples, f. 167 
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123 The Descent from tne Cross. f. 193 
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124 The Holy Women at the Sepulchre, f. 210v 
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125 Jonah Cast into the Sea, f. 199 





























129 THE ANNUNCIATION, f. 169v 


The miniature conveys a feeling of anxiety and appr hens 
as reflected in the gestures of the archangel, in the zen 
rhythm of forms, and in the spatial arrangement and col | 
ing. The latter is rich and varied, and the colours are app 
in a carpet-like fashion, leaving very little room for gold. E 
though the paint layer is not in a very good state of rese; 
tion, most of the blues being altogether lost, the colo iring 
the miniature retains its expressiveness. As elsewhere in t 
manuscript, the artist uses here his favourite quiet rede 
tints, effectively set off by occasional patches of dark red. 
In so far as iconography is concerned the miniature devia 
in some ways from traditional models. Thus, the scroll 
parchment in the archangel’s hand (instead of the more c 
tomary staff) and the crown on the Virgin's head are unu: 
for Armenian Gospel manuscripts and are due, acco: din 3 
S. Der Nersessian, to the influence of Western Europeana 


130 THE DESCENT INTO LIMBO, f.335v 


In spite of the multitude of figures filling the miniat ure 
compositional arrangement is remarkable for its c arity 5 
dramatic effect of the scene is produced by the vigorous 5 

ments of Christ and Adam whom he is taking out of hell 
the dynamic treatment of the draperies, caught, as it were 
the speed of movement, and also of the landscape and of« 
tain minor details, hands in particular. B 
Incidentally, the colouring, composed of quiet and deli : 
shades of pink, lilac, pale green and light blue set off by gi 
does not seem to support the dramatism of the com ;ositio 
Although the figures are presented in complex foreshor 
ings and the artist employs the technique of tonal model 
the treatment of the scene, as of all the other miniatures in 
manuscript, remains on the whole flat. 


131 THE ASCENSION, ص4‎ 


The traditional austere solemnity of the Ascension 865 
created first and foremost by its strictly symmetrical co np 
tion, is somewhat disturbed in this version due to the nerve 
ly expressive postures of the apostles and the dynamic mt 
ments of the flying angels, | 
Unfortunately the almost complete loss of blues in the 8 
layer impedes an adequate appreciation of the original cok 
ing of the miniature and diminishes its overall emotiona 
pact. We may try to visualize the original colouring with 
help of the few preserved patches of blue, The colour co 
nations must have been refined and exquisite, includin 

contrasting shades of dark blue, pinkish-violet and gold. 1 

other miniatures in this manuscript the illuminator 588 
himself as a fine colourist with a rich and effective pa 
dominated by a wide range of violet and lilac shades. ` 


CILICIAN ARMENIA 


126—131 
THE GOSPELS (Ms. 197) 


1287, Akner monastery 

Written by Hovhannes; name of illuminator unknown 
Parchment, 26.3 x 18cm, 357 ff. 

Khorans, portraits of the Evangelists, first pages, 12 full-page 
historiated miniatures 


126 THE BAPTISM OF CHRIST, f. 20v 


The miniatures in the Gospels are stylistically related to those 
m the 1286 Lectionary, which means that they were either 
executed by one and the same master or at least produced at 
the same scriptorium. 

The compositional arrangement of this scene is based on sev- 
eral large-scale figures, whose exaggerated size, dynamic pos- 
tures and curved silhouettes contribute to the dramatic ex- 
pressiveness of the miniature. 

The landscape is stylized and treated as part of the overall de- 
corative design of the illustration. 

The study of the paint layer (which is here in a better state of 
preservation than in the other illustrations of this manuscript) 
enables us to judge of the original colouring and of the artist's 
favourite colour combinations. Al though his palette does not 
include pure local colours, it is rich in various saturated hues, 
like pink, grey and greenish- or brownish-red. 


127 THE ENTRY INTO JERUSALEM, £. 71v 


The composition is stylistically related to the miniature de- 
picting the same subject in the 1286 Lectionary, and presents 
a reduced version of the same iconographic model. 

Just as in the 1286 Lectionary (see Pl. 121), the characters are 
treated with a striking vividness and realism; their postures 
are natural and convincing, their faces and movements lively 
and expressive. 

Tonal modelling aimed at achieving the effect of volume is 
reinforced by a sharp delineation of contours. The most prom- 
inent part in the colouring is played by different shades of li- 
lac, violet and pink. The ingenious use of gold applied in fine, 
light strokes imparts a relief-like character to every detail, 


128 THE CRUCIFIXION, f. 97y 


The treatment of the scene is evocative of The Descent from 
the Cross in the 1286 Lectionary (see Pl. 123). The artist here 
also succeeded in conveying the grief and anguish of the char- 


acters, but did it in a less affected and more natural way. 
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126 The Baptism of Christ, f. 20v 
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129 The Annunciation, f. 169v 
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The Ascension, f. 314v 
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CILICIAN ARMENIA 


136 THE ANNUNCIATION, f. 12 


The highly expressive character of this miniature 15 mainly ac- 
counted for by its colouring, rich in shades and exquisitely 
balanced. The combination of red, blue (or sometimes green) 
and gold, so typical of Cilician illumination, is supported here 
by a wide range of delicate pastel tints including pale hilac, soft 
violet, greyish-blue, ash-grey, cherry-red and light green. The 
refined colouring imparts a special charm to the picture in 
which every single detail is perfectly executed. 

137 THE RAISING OF LAZARUS, f.16 

It is interesting to compare this miniature with The Raising of 
Lazarus by Toros Roslin (see Pl. 100) in terms of the changes 
in the style of Cilician miniature which took place between 
1260 and 1280. Roslin's interpretation included only a few es- 
sential figures, whereas the present version depicts numerous 
characters. G. Millet in his Recherches sur l'iconographie de léan- 
gile aux XIV, XV. et XVI siècles d'apres les monuments de Mistra, de 
la Macédoine et du Moni-Athos (Paris, 1916), referring to the ap- 
pearance (in some Italian and Armenian versions of this sub- 
ject) of human figures behind the rock, characterized this icon- 
ographic type as evocative of Byzantine tradition. He ex- 
plains the presence of these figures by the combination of the 
main motif with The Entry into Jerusalem. There is also a 
probability that the artist had in mind certain literary sources, 
depicting not a crowd of idle onlookers but a group of patri- 
archs and prophets hopefully watching the miracle from the 
“kingdom of the dead”: according to some apocryphal sources 
and to the text of the Sharakan (an Armenian religious 
hymn), the raising of Lazarus gave them hope of salvation and 
deliverance from hell. The treatment of the figures shows the 
artist's concern for vivid and lifelike representation. Due to 
the subtle psychological nuances which he manages to con- 
vey, each of the characters bears a clear mark of individuality. 


138,139* FIRST PAGE OF THE GOSPEL OF ST. MAT- 
THEW, 1.20: FIRST PAGE OF THE GOSPEL OF ST. 
MARK, f. 107 


The decor here is less sumptuous than in the title-pages of the 
1286 Lectionary (see Pls. 132—135). It is more moderate and 
compact in its proportions. The marginal decoration مه‎ 20 
contains an allegoric representation of the Tree of Jesse. 
S. Der Nersessian believes that this motif, which had long 
been popular in Western European art, became more and 
more widespread during the thirteenth century in the art of 
Eastern Christendom. 

The ornate headpiece of the other folio (f. 107) is reminiscent 
of a lattice window through which dazzling sunlight breaks 
forth. The overall decor of the folio is made remarkably attrac- 
tive and expressive by the contrast of the light openwork orna- 
ment with the solid figures of two fallow deer presented sym- 
metrically, in a heraldic fashion, in the middle of the head- 
piece, and with the delicate ornamental design of the border, 































82-139 
IE GOSPELS (Ms. 9422) 


1280 

Irigin, names of scribe and illuminator unknown 

rehment, 40.3 X 21 em, 312 

horans, portraits of the Evangelists, first pages, 6 full-page 
storiated miniatures 


he manuscript was rebound some time after it had been pro- 
ced, and according to the tradition then current all the full- 
ge miniatures were placed together to form a complete nar- 
tive cycle. 


2-135 KHORANS, ff. 8, 9v, 3v, 5v* 


80 far as virtuosity of execution and the striking variety of 
lamentation are concerned, the only other Cilician illumi- 
ted manuscript which can stand comparison with this one 
he 1286 Lectionary. None of the four khorans reproduced 
* repeat one another in the arrangement and choice of or- 
ner tal patterns. The only respect in which they are com- 
able is the general design of the entablature: in two of the 
r khorans the rectangular top is supplemented by an arch- 
sed ornamental pattern. 

khoran on f.5v is a striking example of the effectiveness of 
ch a combination: here the entablature resting on three 
der ornate columns is pierced by two parallel arches. The 
e-like ornamentation of the arches produces a relief-like 
ct, especially against the background of the entablature 
lose remaining surface is adorned with an elaborate but flat 
liste design incorporating zoomorphic and anthropomor- 
hic motifs. 

ae khoran on f 9v, with its elaborate guilloche ornamenta- 
jn, betrays the hand ofa typically Oriental master favouring 
adlessly repeated interlacing patterns. The key motif of this 
ıoran is the rosette, which was extremely popular with Ar- 
enian book illustrators, sculptors and stone-carvers (it was, 
‘example, widely used in the ornamentation of khatchkars). 
he figures of birds, animals and horsemen which are either 
geniously interwoven into the guilloche of the entablature or 
faced on top of it, are depicted with amazing skill and a truly 
alistic precision of detail. | | 
‘he khoran on f.8 is characterized by an extremely well-bal- 
iced arrangement of the decorative elements. Its rectangu- 
ir top comprises an arch-shaped "goffered" band which 
rounds off the elaborate openwork pattern against the gold 
jackground of the headpiece. The decor is supplemented by 
n almost realistically treated figural motif (the ten partridges 
urmounting the headpiece). 
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138 First page of the Gospel of St. Matthew, f 20 
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143 
THE GOSPELS (Ms.5784) 


1293. Skevra monastery, Cilicia 

Written by Stepanos, illuminated by Simon 
Parchment, 22 x 15.8cm, 365 በ. 5 
Khorans, portraits of the Evangelists, first pages, 9 f ዙኾ፡ 
historiated miniatures (apparently added in the fifteenth o 
tury), marginals 





















143* ST. MATTHEW, f. 12v 


The style of the miniature retains certain traits proper 
Cilician book painting of the 1280s. Thus, the facial type ( 
the Evangelist, his somewhat heavy figure, the technique ¢ 
face-modelling, and, finally, the choice of red, dark b 
and dove-grey for the decoration of the framework gol 
earlier models. But as interpreted by an artist working 
last decade of the century, there is a noticeable deteriorat 
in almost all pictorial elements which lose their origin 
monious integrity. This is especially evident in the simplifiee 
treatment of the figure, in the awkwardness of the posture, i 

the crude colouring and in the schematic linear design. 


144 
THE GOSPELS (Ms. 6290) 


1295, Drazark monastery, Cilicia 

Written by Toros and Ohan, illuminated by Ohan 
Parchment, 24 x 17.5cm, 340 fF. 

Khorans, portraits of the Evangelists, first pages, marginal 
l historiated miniature (apparently from a different, non-Ci 
ician manuscript of a later date) 


መን 1 


The decline of Cilician miniature art towards the end of 

thirteenth century is quite evident in this manuscript. It co 
cerns the Evangelists’ portraits and to an even greater. x e 
the decor of the illuminated folios. The figures in the m iniatur 
lose their suave elegance, the colours are no longer rich or f 
fined. At the same time the main principles of figural and | 1 
cial treatment and the traditions of the compositional ۸ 
rangement of the scenes, inherited from the 1280s, remains 
most unchanged, | 


144* KHORAN, f. 10v 


In accordance with the general tendency, the decor of 1 
Canon tables becomes less imaginative in the choice of orn 
mental motifs. The general decorative pattern based on 
carpet-like design creates the effect of flatness. 


CILICIAN ARMENIA 


140 
MISCELLANY (Ms. 179) 


1292, Tarsus (?) 

Wntten by Stepanos; name of illuminator unknown 
Parchment, 23 X 15.9cm, 3798 

1 historiated miniature, title-page, marginals 


140* MOSES RECEIVING THE TABLES OF THE 
LAW, ር lv 


Judging by its stylistic traits manifest in the treatment of 
landscape and draperies and in the somewhat crude facial 
features of Moses, the miniature belongs to the same 
school of book illustration which was responsible for the 
Lectionary of 1286. 


141, 142 
THE BIBLE (Ms.180) 


1295 

Written by Stepanos; origin and name of illuminator un- 
known 

Parchment, 22 x 15.8cm, 565ff. 

Portraits of the Evangelists, title-pages and first pages, margi- 
nals, initials, headpieces 


Although the general style of the few marginals, headpieces 
and initials in this Bible is undoubtedly related to that of the 
1286 Lectionary, the decor as such is much more modest, and 
the small slanting script gives an altogether different appear- 
ance to the illuminated folios. 


141,142 MANUSCRIPT PAGE, f.29; PAGE WITH THE 
REPRESENTATION OF THE PROPHET JOEL, 8 


The marginal ornaments, headpieces and ornate initials in 
the Bible are distinguished for their refinement of forms and 
for their minute treatment of details, which, together with 
their colouring based on bright red, deep blue and gold, are 
characteristic of Cilician miniatures produced between 1250 
and 1290. 

The initials, distinguished for the elegance of their propor- 
tions and the delicacy of ornamental design, are not stylized 
and retain a noble austerity of form. 
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140 Moses Receiving the Tables of the Law, f. 1v 
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142 Page with the representation of the Prophet Joel, f. 388 
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143 St. Matthew, f. 12v 
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148* THE COMMUNION OF THE APOSTLES, f 73 


Although the motif of The Holy Communion (The Eucha ር. 
connected with the theme of The Last Supper was wides 
in Armenian fresco painting, it does not often occur in Í 
illustration. 

The miniature occupies the lower part of the page and, 
from the numerous gold initials, is the only decorata 7 
ment. The miniature is flanked by draperies, as if to preven 
the scene from overflowing onto the margins. The composi- 
tion of the miniature is strictly balanced by the two symmetri 
cal groups of figures united by the figure of Christ in the mid- 
dle. The colouring is based on red, blue and gold. 
The pictorial treatment of the scene, especially in so far as the 
modelling of faces is concerned, is somewhat schematic and 
betrays a less competent hand than that which is appare 
The Magi before Herod (see Pl.145). Even though the artis 
employs the more advanced technique of shading, he still: 2 
sorts to the linear method. 


149* THE MOCKING OF CHRIST; THE CARRYING 
OF THE CROSS BY SIMON THE CYRENIAN, f 79 


The narrow frieze-like composition incorporated into the text 
is skilfully united with the marginal representation of Sim E: 
of Cyrene carrying the Cross to Calvary. The saturated col- 
ours and dynamic linear rhythm contribute to the atmos 
of foreboding and nervous tension inherent in 6 episodes l 
lustrated. 


150* THE ENTOMBMENT, ۲ 


The composition of the miniature is based on a balance be- 
tween the two interrelated groups of figures, each of th em 
characterized by complicated postures and varied movemer k 
(when the manuscript was rebound its top margins were cu 
off, and the upper part of the illustration was unfortunat 
lost). In terms of iconography this version is reminiscent o af 
certain fragments from the scenes of The Descent from th 
Cross and The Entombment as rendered in the 1286 Lection- 
ary (see PI. 123). This probably indicates that the illustrator 
of these two manuscripts used the same iconographic mod 4 
but in the case of the 1320 Gospels this model was poen n 
a reduced version, probably for lack of space. 

On the whole, the comparison of the two versions is not to tl 
advantage of the later one. The miniature in the “Gospels By - 
Eight Masters" is characterized by a certain schematism a 2 
by an increased interest in the linear method. Besides, its co 
ouring is less varied, while the use of shading in the modellin 
of faces and figures is rather limited and inadequate. 

The general decorative layout of the page, however, the tre eat- 
ment of certain details, and the skilful arrangement of fig edi 
are indicative of the artist's proficiency and taste. 


CILICIAN ARMENIA 


145—150 


THE GOSPELS (Ms. 7651, known as the “Gospels by Eight 
Masters") 


1320, Cilicia 

Written by Stepanos; illuminated by eight artists, Sargis Pid- 
zak among them 

Parchment, 22.5 x 16.7 cm, 276 

Khorans, portraits of the Evangelists, first pages, 139 his- 
toriated miniatures 


145 THE MAGI BEFORE HEROD, f. 12 


The artist combines in this version several chronologically in- 
compatible scenes referring to the arrival of the Magi in Jeru- 
salem: he shows the Magi as an isolated group; then as stand- 
ing before Herod who questions them on the birthplace of Je- 
sus and consults the learned men; finally, the Magi appear for 
the third time as leaving the town. The figure in the right- 
hand margin represents the Prophet Micah who is referred to 
by the learned men. The treatment of decorative and pictorial 
details in the miniature, of the marginal and the initial results 
in the stylistic uniformity of the overall design of the page. The 
artist displays a perfect command of figural representation — 
in spite of their small size, the figures are minutely elaborated, 
and their movements and postures are expressive and natural. 


146 THE ARREST, f. 75v 


This and the reproduction immediately following (see PI. 148) 
show the two-page spread containing illustrations to the epi- 
sodes of The Betrayal and Christ's Trial by the High Priests. 
Although the miniature is not limited by the usual rectangular 
frame, its composition is well-defined and complete in itself 
due to the compact arrangement of the figures which fit so 
neatly into the general scheme that the spaces between them 
(filled in with gold) are very small. The left lower part of the 
miniature shows the episode of The Cutting-olT of the Ear of 
the High Priest’s Slave. 


147* CHRIST BROUGHT BEFORE CAIAPHAS, f. 76 


In thís miniature the artist obviously sought to provide the 
text with as comprehensive an illustration as was possible 
within the limits of the page. It embraces several related epi- 
sodes and covers the entire lower margin of the folio and part 
of the right-hand margin. The narrative character of the minia- 
ture is corroborated by the strict chronological order of the 
events depicted which follow each other in succession, step by 
step, from left to right. 
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145 The Magi before Herod, f. 12 
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147 Christ Brought before Caiaphas, f. 76 
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148 The Communion of the Apostles, f. 73 
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149- The Mocking of Christ; The Carrying of the Cross by 
Simon the Cyrenian, f. 79 
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150 The Entombment, f. 81s 
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CILICIAN ARMENIA 


151* ‘THE ASSUMPTION OF THE VIRGIN, f.266 


The scene is presented in one of the few full-page miniatures of 
the manuscript. Itis characterized by a graphic quality of pic- 
torial language, the consecutive spatial planes being indicated 
only by the overlapping of figures. 

The modelling of forms is achieved here not by the varied sub- 
tle shades of colour, but by alternation of the darker and ligh- 
ter tones. The above-mentioned graphic quality is due to the 
prominent use of the linear method in the treatment of the fig- 
ures and draperies. In spite of a reticence and lack of variety in 
the purely pictorial devices, the miniature displays the high 
level of artistry characteristic of Cilician book illustration. 


152* THE BAPTISM OF CHRIST; THE RAISING OF 
LAZARUS, f. 105v 


The two miniatures occupying this page are treated in the 
highly decorative manner which is typical of Sargis Pidzak. 
The function of the Sepulchre of Lazarus, for example, is 
mainly ornamental; the same applies to the representation of 
the Jordan, of the rocks, and of the raiments and wings of the 
angels. The linear treatment of forms is given particular 
prominence in Pidzak's works and almost completely ousts 
the tonal modelling. 


151, 152 
THE GOSPELS (Ms. 5786) 


1336, city of Sis, Cilicia 

Written and illuminated by Sargis Pidzak 

Parchment, 27 X 19cm, 344 ff. 

Khorans, portraits of the Evangelists, first pages, 6 full-page 
and marginal historiated miniatures, marginals 


Instead of the usual method of incorporating the illustrations 
into the text, adopted by most Cilician artists, Sargis Pidzak 
resorts to a compromise between the Oriental custom of group- 
ing all the illustrations together and placing them before the 
text of the manuscript in a separate fascicle, and the Byzan- 
tine tradition of preceding each of the four Gospels with a full- 
page illustration: he places two miniatures before each of the 
Gospels. Apart from these, the manuscript contains a great 
number of marginal historiated miniatures which form a kind 
of reduced illustrative cycle. Thus, the motif of The Annunci- 
ation is represented only by the figure of the archangel, the 
episode of The Presentation in the Temple by an outline of a 
small church, etc. 





151 The Assumption of the Virgin, f. 266 
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152 The Baptism of Christ; The Raising of Lazarus, f. 105v 
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The Virgin and Lazarus in Abraham's Bosom, [ 297v 


153 


155 THE ASCENSION, f. 222 

The scene is treated in accordance with the well-knc 
nonical scheme. As far as the manner of سيرد‎ 
cerned, the artist combines two diflerent artistic p e 
while the treatment of the faces and hands betrays an att و‎ Ç 
at rendering the effect of volume, the folds d: | 
the background remain somewhat schematic. Such dual ch 
acter of representation was on the whole characteristic o 
Crimean miniature, 




















158 THE ANNUNCIATION, 7۳ 


The large-scale monumental figures of the Virgin and € 
are shown against the background ofa pale green መ: qi 
dark blue sky — a type of background frequently occurri ea 
works by the Crimean miniaturists. 1 
The painting was undoubtedly executed by a highly profi aei 1 
master who had a perfect command of figural treatment 
gift for modelling details. The miniature is pericula m 
markable for its rich colouring, dominated by saturated blue 
and violets. 
The lower frame contains an inscription by the illustrate 
with his name unfortunately thoroughly rubbed out — proba 
bly by the other of the two artists, who did not want to shan 
the credit for the work with a rival master. 


157 
LECTIONARY (Ms.7741) 


1360, town of Capha (now Theodosia), the Crimea 
Written by Karapet; name of the illuminator unknown: 
Vellum, 32 x 22 cm, 1 ۱ 
Title-pages, 3 historiated miniatures, marginals, -— 


The illumination of this Lectionary is in many ways sim ular! 
that of the 1365 manuscript (see Pls. 155, 156) and wasp ۳ oba 
bly done by the same masters — Arakel and Kirakos. 


137 TITLE-PAGE, f.4 


The decor of the folio, obviously inspired by Cilician n 
bears the mark of the Crimean artist's own manner: theo 
mental forms are more generalized than their Cilician cc 
terparts, the use of gold is more sparing, and the او‎ ind 
is dark blue. The most remarkable feature of the decor is t ۳ 
doubtedly the treatment of the ornate initial, based on the 
motif of The Adoration of the Shepherds and composed oft 
figures of three shepherds, one blowing a pipe, the second car- 
rying a sacrificial lamb, and the third about to perform thi 
rite. 


THE ARMENIAN DIASPORA 


153, 154 
THE GOSPELS (Ms. 7664) 


1332, town of Surkhat, the Crimea 

Written (and probably illuminated, in collaboration with oth- 
er arusts) by Grigor Sukiasants 

Vellum, 21 X 16cm, 135 ff. 

Khorans, portraits of the Evangelists, first pages, 98 historiat- 
ed miniatures, marginals, initials 


The 1332 Gospels belongs to the small group of Crimean/Ar- 
menian manuscripts whose illumination was inspired by the 
art of the Palaeologan Renaissance. 

The miniatures in the manuscript easily fall into two groups 
representing the work of two different masters, one of them 
probably being Grigor Sukiasants who is mentioned in the 
colophon as the scribe of the book. 


1535 THE VIRGIN AND LAZARUS IN ABRAHAM'S 
BOSOM, f. 297v 


The parable of Dives and Lazarus seems to lose its signifi- 
cance in view of the majestic figures of the Virgin and Abra- 
ham which dominate the foreground of the composition. The 
modelling of faces, figures, hands and the folds of the draper- 
ies is achieved by a skilful use of subtle tonal gradations, a 
technique which was further developed in the painting of 
modern times. 


1354 THE MARRIAGE AT CANA, f 348v 


Not only the manner of execution but also the facial types seen 
in this miniature were undoubtedly derived from Byzantine 
art. The treatment of the characters is remarkable for the deli- 
cately outlined ovals of their faces, without the dark contours 
typical of the majority of Armenian miniatures. The soft and 
delicate pictorial treatment is accompanied here by a freedom 
of figural arrangement and an obvious interest in rendering 
the visual effect of space and volume. 


155, 156 
LECTIONARY (Ms. 7408) 


1356, town of Surkhat, the Crimea 

Written by Karapet, illuminated by Arakel and Kirakos (?) 
Vellum, 38 x 26.6 cm, 524 ff. 

Title-pages, 3 full-page historiated miniatures, marginals, وا‎ 
itials 

The colophon of the Lectionary mentions the name of only 
one illuminator of the manuscript - Arakel. But comparison 
with a stylistically related manuscript signed by Kirakos 
(Venice, Mekhitarist Library, Monastery of St. Lazarus, 
Ms.904) seems to prove the latter’s participation in illustrat- 
ing the Crimean Lectionary. 
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THE ARMENIAN DIASPORA 


160 


THE BOOK OF LAMENTATIONS OF GRIGOR 
NAREKATSI (Ms, 5863) 


1401, town of Capha (now Theodosia), the Crimea 
Written by Stepanos, illuminated by his son Hovhannes 
Parchment, 17.5 X 12.5cm, 321 f. 

Title-pages, 4 historiated miniatures, marginals, initials 


Although on the whole the miniatures in the manuscript con- 
form to the current iconographic tradition, the treatment of 
characters and the general artistic manner bear a clear mark 
of the author's individuality. The latter is first and foremost 
manifest in his tentative but quite successful attempt to render 
the visual effect of depth and volume by means of the chiaro- 
scuro technique, which means that he was familiar with con- 
temporary Italian art. 


160 THECRUCIFIXION, f. 107v 


This miniature serves as a perfect illustration of Hovhannes's 
style. His greatest success in so far as this scene is concerned is 
the image of the Virgin. The gently modelled face and hands, 
the graceful shape of her body, the skilfully rendered folds of 
her robe and cloak reminiscent of antique sculpture, and 
above all the emotional expressiveness of her figure and face 
bear witness to the artist's preference for the Proto-Renais- 
sance art. At the same time Hovhannes was not yet complete- 
ly free from the conventions of the old tradition; a realistic de- 
piction of a nude body was still beyond his capacity, and the 
treatment of some compositional details remained rather 
schematic if not naive. 


158. 159 
THE BIBLE (Ms. 2705) 


۱۱۱-۱۹4٣۱۱ and 17th centuries 

Bologna; the Crimea 

Written by Arakel (13th century), Stepanos (14th century), 
Nikolayos (17th century) 

Names of illuminators of the first two parts unknown; the 
third part (written by Nikolayos) illustrated by the scribe 
himself 

Parchment, 29 X 21 em, 487 IT. 

Portraits of the Evangelists, first pages, title-pages, 6 full-page 
historiated miniatures, marginals, initials 


[he manuscript was begun in the thirteenth century in Bol- 
ogna, Italy, and finished in 1368 in the Crimea, In the seven- 
teenth century the initial parts of the Old Testament were 
rewritten and illuminated anew, also in the Crimea. Despite 
the different dates of their production the three sections of the 
manuscript produce a remarkably uniform impression due to 
the fact that each succeeding master apparently tried to re- 
main faithful to the original stylistic principles. 


158* THE APOCALYPSE, f. 476v 


Since the Apocalypse had long been relegated to apocryphal 
sources, it was not included into the biblical illustrative cycles 
until a relatively late date. The earliest Apocalypse illustra- 
tions found in Armenian illuminated manuscripts date from 
the late thirteenth (e.g. the 1269 Bible of Yerzynka) and the 
carly fourteenth century (Lectionaries). This is also true for 
(he miniature in question, which was executed at the end of 
the thirteenth century by an Armenian master in Bologna. 
lhe treatment of the subject here is rather unusual; the God's 
throne is surrounded not by the conventional elders (Rev, 4:4) 
but by youths. 

The miniature is stylistically related to late thirteenth-century 
byzantine illumination, and in so far as its artistic quality is 
concerned it ranks among the best samples of Armenian book 
painting. In addition to expensive pigments and gold, the ar- 
ust also used silver which effectively sets off the dark sil- 
houettes of the angels. 


159 "THE FOUR EVANGELISTS, f. 334v 


The miniature was produced in the Crimea by a master whose 
art is notable for the refinement and skill in the modelling of 
laces and for the softness and delicacy of his palette. The fig» 
ures of the Evangelists strike by the magnificence of their rich 
attire, In accordance with the Cilician tradition which obe 
viously was known to the Crimean master, St. Luke is repre 
sented with St, Theophilos, 

Besides his own contribution tò the illustrative cycle, the artist 
did some careful renewing of the miniatures by his predeces- 
sor from Bologna. 
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160 ‘The Crucifixion, f. 107v 


THE ARMENIAN DIASPORA 


163 


THE GOSPELS (Ms. 7740) 


1356-57, town of Sultaniae, Iran 

Written and illuminated by Mkhitar Anetsi 

Vellum, 29 x 21.5cm, 17 

Portraits of the Evangelists, 9 historiated miniatures, first 
pages, marginals, initials 


163 THE ANNUNCIATION, f. lv 


Although the artist's cognomen — Anetsi — indicates that his 
native town was Ani (the medieval capital of Armenia), his 
creative work did not owe much to his homeland. His minia- 
tures display a great measure of Persian influence: the charac- 
ters have round rosy-cheeked faces, narrow almond-shaped 
eyes and arched eyebrows. Their costumes are reminiscent of 


_bright-coloured Oriental robes girded with wide sashes; even 


the ornament of the framing, evocative of Persian tiles, has a 
definite Oriental flavour. 


164 
THE GOSPELS (Ms. 7628) 


1331, Perugia, Italy 

Written and probably illuminated by Jeremiah 
Vellum, 24.5 X 16.5cm, 1 

First pages, marginals, initials 


164 FIRST PAGE OF THE GOSPEL OF 
ST. MATTHEW, f.4 


The illumination of the Perugia Gospels owes much to the 
Latin manuscript tradition. The influence of Latin illuminat- 
ed Gospels is manifest in the Evangelists' portraits which are 
incorporated into the headpiece of the corresponding Gospel. 
The Evangelists are fair-haired and have tonsures which 
make them look like Roman Catholic priests. 

Latin models are also discernible in the decorative initials and 
in the ornamentation of the page. The somewhat schematic 
treatment of details, however, as well as the lack of optical ap- 
proach and the saturated colouring should be undoubtedly re- 
ferred to the national Armenian tradition. 


161, 162 
THE GOSPELS (Ms. 7644) 


| 3th- 14th centuries 

Cilicia (the script and several miniatures); the Crimea (his- 
toriated miniatures) 

Name of scribe unknown; illuminated by Avetik (second of 
the two illuminators unknown) 

Parchment, 23.5 x 16.8cm, 381 ff. 

Khorans, portraits of the Evangelists, 8 full-page historiated 
miniatures, marginals, initials 


1 ከሮ manuscript was copied in Cilicia for the prominent Cilici- 
an Constable Smbat. By the end of the thirteenth century it 
nad changed hands and found its way to the Crimea, where it 
was supplemented with a series of historiated miniatures. 


161 THE CRUCIFIXION, f 117v 


Ihe miniature is based upon the iconographic pattern very 
rarely occurring in Armenian representations of The Passion 
cycle: apart from the usual attributes of the scene, the compo- 
sition includes symbols of Ecclesia and Synagogue, of the Sun 
and the Moon, and also the figures of lamenting angels. In 
terms of its artistic and emotional impact this is one of the 
most expressive miniatures in the manuscript. The tragic at- 
mosphere permeating the scene is felt not only in the figures, 
but also in the colouring, with its sombre shades of dark blue. 
The background represents the walls of Jerusalem (one bear- 
ing an inscription with the artist's signature). 


۱62 THE DESCENT INTO LIMBO, f.121v 


Instead of the usual cross, Christ is depicted with a labarum in 
his hand. This detail, unusual for Armenian illumination, is 
undoubtedly a sign of Western influence, which was strongly 
felt in the Crimea in the fourteenth century. Catholicism was 
then a power which could not be ignored and which contribut- 
ed to the diffusion of Italian art. 
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The Descent into Limbo, f. 121v 
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.. THE MATEN ADARAN, [he building for the Matenadaran Library was erected in 1959 to the 
/ : ۱ design by M. Grlgorlan, In the same year, the Matenadaran research 
YEREVAN ` (entre was founded, with the purpose of studying and translating books 
by medieval Armenian scholars, writers and poets. 
The Maesrob Mashtoty Matenads The Matenadaran ۱١ also an art museum, with regularly organized 
aran in Yerevan, apart from being — exhibitions of HWluminatéd manuscripts of olden times, The most re- 
an important research centre, dia the markable and aesthetically valuable examples of Armenian miniature 
) largest manuscript library In the art are those dating from the thirteenth and fourteenth centuries, which 
`, world, ls also the period covered by the present edition, 
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